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FOREWORD 


Tuts book is written by a hobbyist for his fellow- 
hobbyists, gentle folk and kindly as a rule, though 
people who do not know the charm of hobby-riding 
may think them as cracked as some of their ‘‘pots”’ 
too often are. The purpose of the book is as modest 
as the hobby. It is simply to assist the amateur in 
order that he may pass safely and with confidence 
through a field notoriously full of pitfalls. 

The book is not in any sense a history of American 
pottery and china, though it is largely given to 
historical record. The reader is warned not to seek 
in its pages a detailed account of all the numerous 
potteries which flourished in many parts of this 
country during the seventeenth and eighteenth cen- 
turies and the first three quarters of the nineteenth 
century. Such a history, assuming that the materials 
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for it existed, would be a voluminous affair, no 
matter how compressed and confined to the baldest 
recital of essential facts. Even a mere catalogue of 
all the potteries which existed in the United States 
up to the Centennial of 1876, with particulars of 
their location, ownership, date of operation, charac- 
ter of wares made, and similar data, would be a 
formidable undertaking. 

More important than the bulk of such a cata- 
logue, however, is the fact that when made it would 
only partially serve the purpose for which this hand- 
book has been written. However valuable such a 
record might be, it would not meet the needs of the 
amateur collector whose hobby is early American 
pottery and china. Such a collector wants to know 
what to collect, and why; to be aided in identifying 
and classifying specimens, and to be intelligently in- 
formed concerning their history, their contribution 
to the development of ceramic art in this country, 
their makers, and so on. 

In a great many cases, perhaps a majority, pot- 
teries known to have existed in this country prior to 
the Centennial year have no claim to the attention 
and interest of the collector. Serviceable the wares 
produced in such potteries might be, and generally 
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were, but lacking all distinction, the products of one 
pottery being remarkably like, and practically indis- 
tinguishable from, the products of scores of others. 

Of course, there are many factors which enter into 
collecting. A piece of pottery or china may be of 
interest primarily for ceramic reasons. It may 
possess some inherent quality, some merit of shape, 
design, glaze, color, or body composition, that com- 
pels the interest of the ceramist as such. He will be 
moved to find out all that can be known of its his- 
tory. Such a piece is a sort of document to be tran- 
scribed and interpreted. On the other hand, a red 
earthenware jar, identical in every particular with 
other red earthenware jars found in scores of places, 
may be beautiful. It may possess some quality of 
shape, color, glaze, or body composition which will 
make it most attractive. Quite regardless, therefore, 
of any attribution to a particular pottery, or even 
to a particular locality, such a piece will possess 
interest and value. That its interest is esthetic, 
rather than ceramic, does not do away with the fact 
that some collector will prize it. 

On the other hand, we may find collectors greatly 
stirred by a coarse and ugly earthenware or stone- 
ware pot or jar, simply because it is known to have 
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been produced by a certain potter, or to have some 
other historical interest. Such a piece of pottery 
may be insignificant and even contemptible as 
pottery, yet it may be regarded by enthusiastic col- 
lectors as ‘“‘a beautiful specimen.” The common- 
placeness of the object itself is not regarded; what 
counts is the historical interest. 

For reasons which are almost as varied as the 
wares themselves, special interest has been centered 
on the products of certain potteries. Sometimes the 
interest is to be explained by some quality in the 
wares themselves—beauty in some cases, quaintness 
in others. Sometimes the interest arises from the 
fact that some noteworthy individual was connected 
with the making of the ware. Often, indeed, there 
is no obvious explanation of the interest, or, rather, 
of why the interest is not equally extended to other 
wares of a like kind. There is no obviously good 
reason why the collector who takes keen delight in 
a hound-handled pitcher, which he believed to have 
been made at Bennington, should be ready to dis- 
card it when he learns that it was made at Jersey 
City or Baltimore. All through the Middle West, 
for example, one encounters many good specimens 
of pottery, mistakenly regarded as Bennington ware, 
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and highly valued on that account, which in fact 
were made in Ohio. Convince the owners that they 
were made in Ohio, and, instead of giving the speci- 
mens a new interest, in nine cases out of every ten 
you rob them of the interest they had. 

Such collectors make the mistake of too narrowly 
specializing, and miss thereby a great deal of the 
finest pleasure to be derived from a more liberal pur- 
suit of their hobby. Fortunately it is no part of my 
present task to attempt to reform anybody. 

“Reforming schemes are none of mine.” This 
is a guide to the game, not an attempt to reform it. 
Yet I may be permitted to express the hope that the 
amateur collector who reads these pages will find his 
interest broadened beyond any narrow specializa- 
tion, so that he will welcome the addition of a new 
fact to his knowledge of American pottery with even 
greater zest than he welcomes the addition of a 
new specimen to his collection. 

I hope that the effort to explain in non-technical 
language many of those technical matters which the 
collector must know in order to understand his 
hobby has not been unsuccessful. Had the book 
been intended as a manual for specialists and ex: 
perts, some of the pages devoted to this task would 
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not have been written at all, while others would 
have been written quite differently. In order to get 
a maximum of satisfaction from any collection of 
pottery and china, even the most modest, one must 
understand the principal technical processes in- 
volved, and the terminology applied to them. 

My thanks are due to the friends and fellow- 
hobbyists who have generously aided me with in- 
formation and advice or with photographs of 
specimens to be used as illustrations. Mrs. Florence 
V. Paull-Berger, curator of the Wadsworth Athen- 
eum, Hartford, Connecticut; Mrs. Rhea Mansfield 
Knittle, of Ashland, Ohio; Miss Jane Wolfe, of the 
Pennsylvania Museum, Philadelphia; Mr. Homer 
Eaton Keyes, Editor of “Antiques”; Mrs. William 
Whitman, Jr., of Simsbury, Connecticut; Mr. 
George S. McKearin, of Hoosick Falls, New York; 
Mr. J. B. Kerfoot, of Freehold, New Jersey; and 
Mr. Stephen Van Rensselaer, of Peterborough, New 
Hampshire, have all been most helpful and gracious. 
They are all good hobby-riders, and my best thanks 
are tendered to them for their courtesy and friend- 
ship. 

While attempting nothing like a check-list of 
American potteries, I have added several carefuily 
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arranged chronological lists of potters in the hope 
that they will be of great assistance to collectors. 
For the same reason I have arranged a selection of 
marks. 

JoHn Sparco. 
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CHAPTER I 


SOME ELEMENTARY PRINCIPLES 


Ir you are an advanced collector, or a professional 
expert—the curator of a museum with an important 
collection of ceramics, for example—you may as 
well skip this chapter. It is not intended for people 
like you, who have studied deeply and long since 
known all that is written here, and much more. It 
is intended for humbler folk of more limited knowl- 
edge; for small dealers who cannot specialize on 
pottery and china, but yet need to be able to buy and 
sell with intelligence and discrimination, and for 
amateur collectors whose enjoyment of a delight- 
ful hobby is restricted because they have never 
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comprehended certain basic processes, or undete 
stood the rather complicated terminology of the 
subject. 

By way of a start, let us consider the widespread 
confusion in the use of the terms “‘pottery, 
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china,” 
“earthenware,” and “porcelain.” It is truly aston- 
ishing that so many people who have spent the time, 
labor, and money necessary to the assembling of 
creditable and interesting collections, and so many 
dealers of antiques, have never taken the trouble to 
learn the meaning of these terms, but use them with- 
out discrimination or understanding. “I have an 
interesting piece of old pottery,” writes one amiable 
collector, and then proceeds to describe a porcelain 
vase. A lady enthusiast writes a pretentious volume 
wholly devoted to the old-fashioned printed earthen- 
ware, and entitles the book “Old Blue China.” A 
rather successful dealer in antiques writes and offers 
a “china platter,” which is obviously not china at 
all, but earthenware. The catalogue of an auction 
mart lists as an “early earthenware pitcher” a fine 
example of early nineteenth-century American 
porcelain. These illustrations of the prevalent 
confusion might easily be extended to fill many 
pages. 
[4] 


Some Elementary Principles 


POTTERY 


As the basis of an intelligent system of classifica: 
tion we must begin by sharply differentiating be- 
tween pottery and china. It is true that the distinc- 
tion which is now pretty generally followed by 
English and American authorities is not universally 
accepted. French writers, in general, do not accept 
it, but use the word potterie to embrace every prod- 
uct of the potter’s art ranging from the coarsest 
earthenware to the finest porcelain and including all 
the intermediate forms. It is not probable that the 
amateur hobbyist to whom this discussion. is ad- 
dressed will be bothered by this divergence of the 
practice of French writers on the subject from that 
generally accepted throughout the English-speaking 
world. If we are to avoid confusion, we shall do 
well to follow the English practice rather than the 
French. That practice is to limit the application of 
the word “pottery”’ to those wares which are entirely 
opaque and without any degree of translucence. 

The definition is very simple, and so is the prac- 
tical test. All that is necessary is to submit the 
specimen one desires to classify to the test for trans- 
lucence by holding it up to a strong light. If it 1s 
entirely opaque, it is pottery, not china. Its primary 
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classification is determined. No matter whether it 
is coarse or fine, hard or soft, glazed or unglazed, 
ornamented or plain, if it is opaque and entirely void 
of translucence, it is pottery and not china. There 
is One apparent exception to this rule which must be 
noted. We shall have occasion to refer to it more 
fully when we come to the consideration of china. 
For the moment, it will be sufficient to observe that 
a translucent material may appear to be opaque 
when it is in a dense and heavy mass. A thin frag- 
ment broken from that mass, however, would be 
translucent. On the other hand, a similar fragment 
of pottery would be opaque. 

This division of ceramics, which we shall call 
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“pottery” as distinguished from “china,’’ embraces 
a wide range of wares. It includes the stoneware 
jugs and jars; the ornamental terra-cotta wares; the 
great variety of earthen wares ranging from common 
flower-pots of red clay to the greatly prized platters 
with their quaint printed designs, and from the 
coarse slip-decorated dish made in Pennsylvania a 
century and a half ago to the most elaborate and 
colorful of Staffordshire figures. Earthenware is a 
synonymous term applied to all ceramic wares which 
are Opaque. 
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CHINA 


All wares produced by the potter’s art which are » 
not pottery are china. That is only another way of 
saying that wares which are not absolutely opaque, 
but possess the quality of being translucent in any 
degree, are to be classified as china and not as 
pottery. Here, again, it does not affect the classi- 
fication whether the ware is coarse or fine, hard or 
soft, glazed or unglazed, plain or ornamented. If 
it is in any degree translucent, it is china. 

We have already noted the fact that a translucent 
material may in certain circumstances appear to be 
opaque; that the translucent quality, while actually 
present, may not be apparent. This can be easily 
understood. Take, for example, a bottle made of 
dark glass, such as an ordinary flask of dark amber 
or green glass. If the bottle be held up to the 
light, it will be seen to be transparent. If, how- 
ever, at the time the bottle was made, some of the 
same material, from the same container, was pressed 
into a cube nine inches in diameter, let us say, that 
cube would not be transparent. It would not be 
penetrable by ordinary light-rays. Yet, if the cube 
were to be smashed it would be found that the frag- 
ments of it possessed the same quality as the bottle. 
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In like manner, from the selfsame batch of prepared 
material, a potter might make a plate, for example, 
and some heavy object such as a column several 
inches in diameter. The plate would be translucent, 
but the column would not be. And yet, because the 
translucent quality was resident in the material, any 
fragment broken from the column, approximately 
equal in thickness to the plate, would also be ap- 
proximately equal to it tn translucence. 

Having made clear the essentials of this basic 
primary category, we may as well clear up a wide- 
spread misunderstanding with regard to its nomen- 
clature. China and porcelain are not, as many 
people think, different wares. The two words are 
only different names for the same thing. “Ihavea 
beautiful lot of old china, but somehow I have never 
happened to get hold of a piece of old porcelain,” 
said a dear old lady as she displayed her treasures. 
She did not know that china is a synonym for por- 
celain. Neither did the dealer who advertised that 
he had “a splendid assortment of both china and 
porcelain” for sale. There are many collectors and 
dealers who are no better informed. 

It will remove confusion if we consider the sub 
ject historically a bit. Porcelain was originally 
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made in China. Prior to its introduction into Eng- 
land from that country the English potters made 
only earthen wares; that is to say, wares that were 
opaque. In popular usage the porcelain brought 
from China was called “China ware”; that is, ware 
of Chinese manufacture. When the British potters 
began to imitate the Chinese product, ‘China ware” 
became a recognized trade description for that type 
of ware. It will be readily understood why and 
how the term “China ware” came to be much more 
widely used in England than the word “‘porcelain,” 
a word derived from the Italian porcellana, a 
cowry-shell, by way of its French adaptation por- 
celaine. The original Italian is said to have been 
applied to the cowry-shell as a name because of 
some fancied resemblance of the shell to a pig’s 
back, porcella meaning a small pig. The ceramic 
term “porcelain” is supposed to have been sug- 
gested by a fancied resemblance of the quality of 
the ware to the polished surface of the cowry-shell. 

So we are again confronted by the peculiarities 
of our own language. “China” as a name for por- 
celain is virtually confined to the English-speaking 
peoples. All that matters is that we thoroughly 
understand that the two names refer to the same 
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thing. It does not matter which of the names we 
use, or if we use both names interchangeably, so 
long as we understand that they both equally 
designate any product of the potter’s art which is 
translucent. 


PASTE 


The statement is often made that all china, or 
porcelain, whichever term is preferred, is divided 
into two major groups or classes; namely, “hard 
paste” and “soft paste.” This classification is also 
of English origin and is more generally accepted 
throughout the English-speaking world than else- 
where. By many writers, particularly those of con- 
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tinental Europe, the terms “natural porcelain” and 
“artificial porcelain’ are preferred. These terms 
and those used by the English refer, practically, to 
the same distinction. The French also indicate it 
by terms analogous to the English, pate dure and 
pate tendre. 

It can hardly be said that any of these termin- 
ologies is wholly satisfactory. They are all too 
arbitrary to be wholly applicable, and any attempt 
to apply them to individual specimens soon brings 
one up against difficulties not to be easily sur: 
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mounted. Words like “hard” and “soft” are rela- 
tive in their meaning, not absolute. Iron is soft by 
comparison with steel but hard by comparison with 
lead, for example. So in practice it is not possible 
for any human being to make of these terms a 
standard that will prove infallible in its uniform 
application to individual specimens. 

By “paste” is meant, of course, the mixture of 
clay and other materials of which the body of the 
ware, as distinguished from its glaze or other cover- 
ing, is composed. The word “body” is often used 
instead of “paste.’’ Some writers prefer this, and 
in their discussions we find reference to hard and 
soft bodies, instead of to hard and soft pastes. The 
original Chinese porcelain which European potters 
sought to imitate was not only translucent but ex- 
tremely hard. “This hardness manifested itself by 
the metallic ring of the ware when sharply struck, 
but it was also apparent from the vitreous appear- 
ance of the edges when fractured. Moreover it was 
practically impossible to tell from the fractured 
surface where the body ended and the glaze began. 
Here we have several characteristics of what is 
variously designated the “hard paste porcelain,” 
“true porcelain,’ and “natural porcelain.” 
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In trying to imitate this Chinese ware, as early as 
the sixteenth century, the potters of England and 
continental Europe reached some interesting results. 
Not being aware of the fact that the secret of the 
Chinese ware was not a chemical formula but the 
quality inherent in a certain kind of clay called 
kaolin, and possibly laboring under something of an 
obsession attributing to the “mysterious Oriental” 
a chemical knowledge he did not in fact possess, 
these imitators made their experiments along chemi- 
cal lines. By the latter part of the sixteenth cen- 
tury Florentine potters were making a translucent 
ware called porcelain. It differed from the Chinese 
product in important respects. It was less vitreous 
than the Chinese ware, and the glaze was softer 
than the body, differing from it in substance and 
therefore subject to crazing and chipping as the 
result of unequal expansion and contraction. 

The Florentine process was not long continued, 
and was in fact entirely forgotten. Then, in 1671, 
an English potter, the famous John Dwight of 
Fulham, discovered and patented a process for 
making what he called “porcelaine,” and “the 
mystery of transparent earthenware.” This was not 
porcelain at all, but what that learned authority, 
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Professor Church, has called ‘“‘a_porcellaneous 
stoneware.” In 1695, almost a quarter of a century 
after Dwight’s process was patented in England, 
a Frenchman, M. Chicanneau, at St. Cloud, France, 
by his own independent researches hit upon a process 
that was quite similar, at least in its essential 
features, to that of Dwight; and we now know that 
Dwight’s process, independently arrived at by ex- 
periments, was quite similar in its essential features 
to that used in Florence in the previous century. 
One thing is common to the three processes, and, 
indeed, to all experiments made along the same 
general line. They all attained their measure of 
translucence through the admixture of glass with 
clay. They differed in the relative proportion of 
glass to clay that they used. In some cases the 
amount of glass used so far exceeded the volume 
of clay that the product can hardly be classified as 
anything but glass. The matter is not so simple as 
that, however; while the material used was that of 
the glass-maker, the methods used in its manufac- 
ture were those of the potter. The Florentines made 
a mixture consisting of 24 parts of sand, 16 parts 
of a glass (composed of rock-crystal 10 and soda 8), 
and 12 parts of a white earth. Then they took 12 
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parts of this mixture and added 3 parts of white 
clay, and this constituted the body of the ware. It 
was fired and then glazed with a lead glaze, or 
enameled with a tin enamel. It differed quite radi- 
cally, in all essentials save only its translucence, 
from the Chinese ware of which it was an imitation. 
The same thing is true of the later English and 
French wares of this type. That is why they and all 
similar products are called “artificial” porcelain. 
In Germany, in 1710, a young chemist—or per- 
haps alchemist more accurately describes him— 
introduced a true porcelain that was at once recog- 
nized as being like the Chinese, not only in its super- 
ficial appearance but also in the nature of its body 
and glaze. The name of this young German was 
John Frederic Bottger. He was then twenty-four 
years old, and was a protégé of August II, elector 
of Saxony, who had an experimental pottery at 
Dresden. It has been asserted that Bottger had 
received information of the Chinese secret brought 
from China by some traveler, but, so far as the 
present writer knows, there is no credible evidence 
of that. In any case, original discoverer or copyist, 
the fact is that he was the first European to make a 
true hard-paste porcelain. By one of those happy 
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and fortunate coincidences which loom so largely 
in the romance of history, at about this time a 
wealthy German iron-founder, named John Schnorr, 
riding in the country near Schneeberg, Saxony, one 
day observed that his horse was finding it difficult 
to raise its feet. On making an examination he 
found that the clay was very white, extremely 
plastic, and adhesive. He appears to have con- 
ceived the idea of using it to make hair-powder, 
then so much in demand. He proceeded to carry this 
idea into effect. Béttger came across some of this 
hair-powder and, apparently suspecting that it was 
a powdered clay, experimented with it. Thus was 
discovered the supply of kaolin which was to make 
his discovery of the Chinese secret commercially use- 
ful and to revolutionize the industry. 

True porcelain, as distinguished from artificial, is 
composed of kaolin and feldspar, the latter being 
also known as petuntze. This feldspar is probably 
best described as partially formed clay, or clay in 
the making. Unlike the true clay, kaolin, it is fus- 
ible. At great heat, instead of being vitrified, as 
other plastic substances are, it melts and becomes 
a white milky glass. Permeated and mixed with the 
kaolin it produces the translucence which character- 


[15] 


Early American Pottery and China 


izes porcelain. The body so constituted is called 
hard paste in contradistinction to the body of the 
porcelain which is called soft paste, not because the 
body actually is harder, although that is generally 
true, but especially because of the fact that it is 
fired at a much greater temperature, standing a de- 
gree of heat that would either crumble or fuse the 
other. Its greater power of resisting the action of 
fire is indicated much more than its actual greater 
hardness in the sense of resistance to penetration or 
pressure. 

Long as this section on pastes already is, there 
yet remains to be considered another important 
branch of the subject, one which has occasioned 
much confusion. It is not easy to state it clearly in 
a paragraph, and it is too important to be hastily 
passed over. As already noted, the English potters 
at first made the artificial porcelain, using glass. 
Early Bow and Chelsea porcelain wares were of 
this type. Those famous potteries used a mixture 
of sand, pipe-clay, and glass for their bodies, and 
covered these with a glaze of flint-glass rich in lead. 
The use of glassy mixtures of this type was fairly 
general in English potteries during a great part of 
the second half of the eighteenth century. We must 
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bear in mind that in spite of the invention of so- 
called porcelain by Dwight in 1671, it was not until 
some eighty years after that event that the manu- 
facture of porcelain on any really important scale 
was developed. Notwithstanding the fact that 
Bottger’s discovery of 1710 had given rise to a con- 
siderable German industry along greatly superior 
lines, and that from 1713 onward the German pot- 
teries at Meissen and elsewhere, as well as other 
factories in Austria and Russia, had been turning 
out a true porcelain, fairly comparable to the 
Chinese, the English potteries at first devoted them- 
selves to the artificial type having glass and sand 
as its most important components. They seem, 
however, to have encountered great difficulty in 
making ware of this type, particularly in firing it in 
the kilns. Quite naturally, they sought to over- 
come this difficulty, and as early as 1749 we find 
Thomas Frye, of the Bow pottery, taking out a 
patent for a process in which bone-ash was used with 
a smaller amount of glass. From that time onward 
the use of calcined bones steadily increased, and the 
proportion of glass was correspondingly lessened. 
With the manufacture of porcelain, the older arti- 
ficial type may be said to have begun to decline 
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almost as soon as it was fairly started. Yet it was 
not until 1800 that Josiah Spode entirely abandoned 
the use of glass and made porcelain of a paste or 
body composed of china-clay, calcined bone, and 
feldspar. 

We may fairly look back upon the period 1750- 
1800 as one of transition, during which the artificial 
soft-paste porcelain composed largely of glass was, 
by an evolutionary process so gradual and subtle as 
to be almost imperceptible, supplanted by a new 
type distinctively and characteristically English. 
To this day this porcelain, composed of kaolin, 
calcined bone, and feldspar, just as in Josiah 
Spode’s day, with proportions of the ingredients 
varying somewhat in different factories, remains the 
standard English type. The degree of softness of 
the paste depends on the amount of bone-ash that 
is used. 

While some writers insist on calling this type 
“natural” or “true” porcelain, there is really no 
justification for doing so, and much confusion has 
resulted therefrom. It is in fact an artificial type 
quite as certainly as the other soft-paste variety 
composed largely of glass. It would be much better, 
in the judgment of the present writer at least, if the 


[18] 


Some Elementary Principles 


terms “natural” and “true” could be limited in 
their application to the hard-paste porcelain com- 
posed of kaolin and feldspar. On the other hand it 
would seem to be desirable to provide for the Eng- 
lish type which derives its character from bone-ash 
a separate classification, as a subdivision of “arti- 
ficial” porcelain. That would greatly simplify 
matters and materially lessen the obstacles to be 
overcome by the amateur collector. 

Bearing in mind the fact that this book is ex- 
pressly designed to meet the needs of the amateur, 
presumably unfamiliar with the great body of liter- 
ature on the subject, it may be well to warn the 
reader against an all too easy misinterpretation of 
the preceding summary of English porcelain. It 
must not be inferred from the brief account given of 
the evolution of artificial soft-paste porcelain in 
England that no natural hard-paste porcelain is or 
has been made in that country. In fact, such por- 
celain has been made there from the middle of the 
eighteenth century to the present time, and in 
certain important branches of its manufacture— 
notably Parian and biscuit porcelain—the English 
potters have attained high rank. As early as 1755 
Richard Chaffers, one of the pioneer potters of 
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Liverpool, put a thousand golden guineas in his 
holsters and set out on horseback for Cornwall “‘to 
find and purchase kaolin and feldspar soaprock for 
the purpose of making true porcelain equal to that 
of the Chinese.” That he made something which he 
regarded as true porcelain is certain. He presented 
the first piece to his friend and business rival, 
Josiah Wedgwood. Such specimens of this ware as 
have survived cannot be regarded as true porcelain, 
however, in the judgment of the most competent 
authorities. 

William Cookworthy, a chemist, of Plymouth, 
and pioneer of the Plymouth and Bristol potteries, 
was the first English potter to make genuine hard- 
paste porcelain. He obtained a patent for his process 
in 1768. He had been studying the subject for at 
least twenty-three years and perhaps longer. We 
know this from a letter on the subject written by 
him in 1745. It is of some interest to recall that at 
that early date he was interested in experimenting 
with what was described as “an earth, the product 
of the Cherakee Nation in America, called by the 
natives Unaker.” This “Unaker” was simply kaolin 
of fair quality found in Virginia. In 1765 or 1766 
kaolin from South Carolina was used by Wedgwood 
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and others. When Cookworthy found a plentiful 
supply of both feldspar and kaolin in Cornwall 
near the town of Helston, the quality of the kaolin 
being superior to the American, hard-paste porce- 
lain became a commercial possibility in England. 
The patent Cookworthy received was for “a kind 
of porcelain newly invented, composed of moor- 
stone or growan, and growan clay, the stone giving 
the ware transparence and the clay imparting white- 
ness and infusibility.”’ Cookworthy’s claim to the 
honor of being the first sucessfully to make hard- 
paste porcelain in England is beyond question. 
From that time to the present hard-paste porcelain 
has been made in England, but to a less extent than 
the soft-paste, and with less success—always ex- 
cepting the specialized branches, like Parian and 
biscuit, in which the English potters have excelled. 
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CHAPTER II 
PRINCIPLES OF CLASSIFICATION 


Tue application of the principles and defini- 
tions set forth in the preceding chapter will have 
suggested to the amateur collector the division of 
his collection into two major classes. The first, 
pottery or earthenware, includes all the opaque 
wares; the second, china or porcelain, includes all 
the wares that are, in any degree, translucent. 
We need a more detailed classification than this, 
however. It is necessary to subdivide the major 
group according to varieties. A complete guide to 
such a classification that would meet every test and 
requirement is not possible in such a work as this. 
It would require a volume by itself. It is possible, 
however, to offer the guidance of a helpful outline, 
and a collector cannot acquire much more from 
books alone. He must depend upon observation of 
actual specimens and familiarity with them. 
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The translucent wares generically classed as 
china are subdivided according to the character of 
their paste composition. We do not need to discuss 
further the significance of the various terms, hard 
and soft, natural and artificial, used to describe the 
different types. Some writers divide porcelain or 
china into two categories, called natural and arti- 
ficial. Other writers, while adhering to the same di- 
vision, prefer to call the categories hard paste and 
soft paste. The difference is one of terminology 
only, and is not important. The inadequacy of this 
division as the basis of classification has long been 
recognized, and some modern authorities have ad- 
vocated a third category. The present writer agrees 
with this suggestion. While the English bone por- 
celain is properly described as artificial, as explained 
in the preceding chapter, it differs so radically from 
the other artificial soft-paste porcelain that it can 
fairly be said to be almost as different from it as 
either of the two is different from the hard-paste 
type. For this reason, and the additional reason of 
the large place in modern ceramics taken by the 
English type, it would seem to be desirable to sub- 
divide the soft-paste pelos aae This gives us three 
divisions as follows: 
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(1) Natural—hard paste—kaolinic. 
(2) Artificial—soft paste—alkaline (glass). 
(3) Artificial—soft paste—calcareous (bone). 


The distinctive features of these three types can- 
not be satisfactorily explained by means of the 
printed page alone. No matter how careful, pains- 
taking, and precise an author may be, mere verbal 
descriptions must necessarily fall short of the ideal 
of a perfect instructor. The amateur collector 
should bear this in mind, and contrive somehow to 
examine and compare some well authenticated 
specimens of each type. Merely looking at them 
will not suffice. He should handle them, so as to be 
able to know how different they are to the sense of 
touch. Variations of texture, of density, of glaze 
produce subtle differences not to be defined or de- 
scribed, or learned otherwise than from this close 
practical observation. Not as a substitute for 
books, therefore, but rather as an auxiliary to them, 
an interpreter, actual specimens are necessary. The 
amateur who desires to understand his porcelains 
will do well to begin with a good specimen of Chi- 
nese porcelain as a norm or standard. It need not be 
very old as Chinese porcelain is rated. When he 
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has examined this with great thoroughness, so that 
he feels he has formed a perfect mental picture of 
it, he should proceed to the next stage. This con- 
sists in examining two or three good pieces of Euro- 
pean hard-paste porcelain, noting carefully the 
points of conformity with the norm. If access can 
be had to a museum collection, it will probably be 
possible to obtain permission to examine authenti- 
cated specimens. 

The beginner will find it much more helpful, at 
this stage, to confine himself to two or three pieces 
than to attempt to study a larger number. Attention 
should be centered upon indications of inherent 
quality and al] other things disregarded. To at- 
tempt to study the variations of design, decoration, 
and other superficial things, is to invite mental con- 
fusion. To compare the weight and texture of 
pieces, and to strive to acquire that subtle power of 
sensing these qualities which will enable one to be 
fairly certain in making classifications, should be 
the aim. 

The next stage is to get hold of representative 
specimens of each of the two types of artificial, or 
soft-paste, porcelain. ‘This is not at all a difficult 
matter. If one or two good examples of the old 
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type of artificial soft-paste porcelain—the alkaline, 
or glass, type—can be had and compared with one 
or two of the English artificial soft-paste type, con- 
taining much bone ash, it will be apparent at once 
that these types differ quite radically from true— 
hard-paste—porcelain and from each other. So 
marked are these differences that little difficulty 
should be experienced in forming a reliable mental 
picture of each type, a good working understanding 
of the essential characteristics. The writer does not 
believe that much more aid to this part of the clas- 
sification of china can be given by means of the 
written word alone. All pretensions to do much 
more he regards as approaches to charlatanry. 
Even the most experienced connoisseur will some- 
times encounter a specimen which he cannot classi- 
fy with certainty, except that because of its trans- 
lucence he is certain that it is porcelain and not 
earthenware. He will be quite unable, without de- 
stroying the piece, to determine positively whether 
it should be classified as hard paste—natural—or 
soft paste—artificial—or whether it should be de- 
scribed as alkaline or calcareous. By breaking the 
piece he could tell perhaps, though even then he 
might not be absolutely certain. How foolish it 
[26] 
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must be, then, to pretend that the knowledge can 
be gained from books! 

In magazine articles and a certain class of “popu- 
lar’ handbooks, it is sometimes said that the col- 
lector can easily tell whether a specimen is hard 
porcelain or soft porcelain by the use of a knife 
or file. The theory is that a knife or file will cut 
into soft porcelain, whereas hard porcelain will re- 
sist all attempts to cut into it, even with a file. The 
reader of these pages is warned most earnestly not 
to apply this test to any specimen for which he 
cares. As a test it is worthless, and it may mar, or 
even destroy, a good piece. It is true that a file will 
cut into the body of a piece of soft-paste porcelain; 
it is also true that a good sharp file will cut into the 
hardest porcelain. The writer has demonstrated this 
many times. Many a good specimen has been irre- 
mediably spoiled by ill advised attempts to use this 
test. There is another objection to it; namely, the 
fact that it is predicated upon a division that is 
too arbitrary and too simple. In the case of Ameri- 
can porcelain in particular, and also of English 
porcelain, though perhaps in less degree, there is no 
such simple rigid division in fact. As Barber long 
since pointed out, the degrees of difference are so 
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slight and so numerous that it is not possible to 
decide where hard paste ends and soft paste begins. 
Starting at one end with hard paste we find speci- 
mens ranging from the very hardest to those which 
we are disposed to classify as soft. Any extensive 
collection of soft-paste porcelains is almost certain 
to contain some which closely approximate hard 
paste in all external and readily ascertainable fea- 
tures. Even if the file test were reliable when ap- 
plied to the extremes, it is fairly obvious that it 
could not be usefully employed in those cases 
where there is such a marked convergence to 
the center. 

Equally worthless and untrustworthy is the so- 
called foot test. By this is meant that hard-paste 
porcelain can be readily distinguished from the 
soft-paste variety by the simple expedient of exam- 
ing that portion of the piece upon which it rested 
while being fired in the glazing-kiln. It is held that 
if this part is unglazed and rough, the specimen 
under consideration is to be classified as hard paste. 
It has been pointed out by Barber and others that 
it is common enough to find soft-paste porcelains 
which possess this feature. In some cases the fact 
is the result of accident; in others of the deliberate 
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removal of the glaze from the foot before firing, to 
prevent adhesion to the bottom of the sagger. The 
foot test is of no value. 

There are some tests that are indubitably reliable 
of themselves, which are of little or no practical 
value to the collector. By subjecting to a great 
heat the pieces one desires to classify, it would be 
possible to determine with great accuracy which 
pieces were hard paste and which soft paste. Ob- 
viously, however, in the hands of the amateur this 
involves the risk, and the probability, of the de- 
struction of valuable specimens. As a laboratory 
method applicable to the testing of samples on a 
commercial scale, it has its uses and merits, but as a 
working method for the collector it is as impractic- 
able as anything that can be imagined. Much the 
same can be said of the chemical test. By pulveriz- 
ing the bodies, or parts of the bodies, of a number 
of specimens into powder, and using acids, the pres- 
ence of phosphate of lime, which, in the form of 
bone-ash, enters largely into the composition of the 
English type of soft-paste porcelain, could be read- 
ily demonstrated. This method would be good 
enough for application to samples on a large scale, 
but it is obviously not one for the everyday service 
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of the collector. He is hardly likely to subject a 
valuable specimen to that testing process. 

There are some useful rough-and-ready tests of 
real service and merit, however. Perhaps the best of 
these is the fracture test, as Barber observes. If the 
piece under examination has been accidentally 
broken or chipped, examination of the break will 
show, in a majority of cases, whether the specimen 
should be classified as hard paste or soft. This test 
is frequently available, on account of the fact that 
sO many specimens come to the collector in a dam- 
aged state, permitting its application. It will be 
well for the amateur collector to gather together 
a number of such pieces and submit the fractured 
edges to close scrutiny and comparison. 

In some cases it will be found that the fractured 
edges are smooth and glassy, betokening the vit- 
reous character of the ware. This vitreosity is 
more or less uniform throughout the entire thickness 
of the ware; there is no sharp distinction separating 
the inner body from the outer glaze, but instead it 
is hard to tell where the glaze ends and the inner 
body begins, even with the aid of a strong glass. 
Pieces having these characteristics can be confident- 
ly classified as hard paste. In the case of soft paste 
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the fractured edges will be found to be rather rough 
in the middle. Instead of the glassy surface of the 
broken edge there will be a granulated or flaky 
surface inside, only the two sides showing a thin 
glass-like margin of the thickness of the glaze. If 
the broken edge of such a piece be touched with the 
tip of the tongue, the absorbent quality of the body 
will manifest itself at once. Where these conditions 
exist classification as soft paste may be confidently 
made. If one cares to touch with the tip of the 
tongue a sheet of glass and then a soft brick, he can 
thus obtain a very good idea of the different sen- 
sations produced by “tasting” the two types of por- 
celain body. 

As a rule, then, for pieces thoroughly representa- 
tive of the two extremes, the fracture test is a use- 
ful one—when there are fractures to which it can 
be applied. It is only rarely that the collector 
will be willing to break a specimen for the sake 
of obtaining a chance to apply the test. That, of 
course, is a serious limitation. Another limitation is 
that, even where there are fractures to which it may 
be applied, it is not always a sure guide to determin- 
ing the classification of paste that belongs to neither 
extreme type but somewhere between them. 
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Another test, useful to the collector, but extreme- 
ly limited in the range of its applicability, is that 
of color. It is the easiest to use, but it requires in- 
telligent discrimination and good vision. Allowance 
must be made for accidental discolorations, for ex- 
ample, and also for peculiarities in the clays used. 
As a general rule, the tendency is for hard paste 
to show a bluish tint, and for soft paste to show a 
mellow ivory tint. If on holding a specimen up to 
the light it is seen that the white has a cold bluish 
quality, it is strong reason for calling it hard paste, 
for that is the characteristic of vitreous wares. If, 
on the other hand, the white has a warm, mellow, 
ivory quality, that is strong reason for calling it 
soft paste, for that is the characteristic result of the 
use of bone-ash and of relatively low-temperature 
firing. 

The expert relies upon this color test to some 
extent, but not as a specific test. He forms his 
opinion, more or less subconsciously or intuitively, 
from the sum of impressions derived from touch, 
color, weight, and general appearance. The writer 
does not hesitate to say that no human being can 
with certainty classify every piece of porcelain sub- 
mitted to him. Whoever pretends to such knowl- 
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edge can be set down as a charlatan. In general, 
however, it is possible for an experienced connois- 
seur to tell whether a piece is hard or soft paste. 
A special sense seems to be developed which enables 
one to judge, in the dark even, by the touch and 
the weight of the piece alone, with surprising ac- 
curacy. The writer has frequently demonstrated 
this. 

Of course, there is no mystery in this at all. It 
is a special faculty, developed by much experience 
and practice, and gained in no other way. Not in- 
frequently when the writer has been asked to de- 
termine the proper classification of some specimen 
of china or earthenware, and has done so, he has 
been asked, and sometimes challenged, to explain 
the grounds upon which his decision is based. 
“Please tell me how you can tell. Show me the 
trick. Let me into the secret,’’ wrote a correspond- 
ent, a physician of eminence noted as a diagnos- 
tician. Strange as it may seem, he did not realize 
that his question was as irrational as it would have 
been to ask him to say exactly how he detected 
symptoms and read their meaning, and to teach 
the “trick” in a letter to a casual correspondent. 
Even if he could explain his methods, it would take 
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him a very long time, and then if the questioner 
really wanted to learn the trick he would have to 
devote years of patient study, careful observation, 
and special training of ears, eyes, or fingers. Easy 
short cuts to expert knowledge do not exist in cera- 
mics any more than in medicine, music, or any other 
branch of knowledge. 

Now we must turn to the classification of pot- 
tery, the various types of earthenware. Even at 
the cost of some repetition which may prove irrita- 
ting to some, for the sake of the novice let us recall 
the fact that all the opaque wares are classed as 
pottery and that earthenware is a synonym for the 
latter term. To call an earthenware platter ‘‘china,” 
for instance, is as foolish as it would be to call a 
pewter platter “silver” or “glass.” 

Roughly speaking, pottery wares are all divided 
into two major classes, and the basis of the classi- 
fication is the same as in the case of porcelain; 
namely, hard paste and soft paste. Given ordinary 
intelligence—and one is bound to assume that every 
collector possesses that!—it is not at all a difficult 
matter to carry over into the pottery division of 
ceramics the process of classification already learned 
in the division of porcelain. 
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Take the matter of hardness, for example; as in 
the other great divisions of ceramics, this term is 
not used primarily to indicate relative hardness as 
that term is generally understood in contradistinc- 
tion to softness; that is to say, superior resistance 
to penetration, or pressure, which is the ordinary 
connotation of the term, is not the quality that is 
primarily indicated by the word in its application 
to pottery. What is meant more than anything 
else is the quality of resisting the action of fire in a 
superior degree, a quality resulting from the ma- 
terials employed, their admixture and compression, 
and the high temperature used in firing them. With 
such allowances as almost suggest themselves, the 
fracture test described in the discussion of porcelain 
classification can be applied to the classification of 
pottery also. If one takes fragments of an ordin- 
ary stoneware jug or jar, and examines the fractured 
edges and compares them with the fractures of 
various other earthen wares, he will see at once 
what is meant. Composed of plastic clay which 
has been mixed with sand to prevent crack- 
ing, the chief characteristics of stoneware are its 
compact texture and its hardness—the latter term 
being now used to connote both its great resistance 
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to penetration and pressure and its capacity to with- 
stand extreme heat. This hardness is partly due 
to the nature of the materials used and their special 
preparation, and partly to the degree of vitrifica- 
tion produced by the intense heat at which the ware 
is fired in the kiln. 

Where fractured a piece of stoneware will ap- 
pear hard, uniform, and vitreous. The tongue test 
shows it to be non-absorbent. It is analogous to 
hard-paste porcelain in these respects. If, next, we 
take a fragment of ordinary majolica, let us say, 
and examine its fracture, we shall find its body to 
be rough and uneven, perhaps flaky or granular. 
Applying the tip of the tongue to it we shall find 
that the body is decidedly absorbent. Similarly a 
piece of De/ft ware would show the same general 
characteristics as the majolica, while, on the other 
hand, a piece of basalt or a piece of jasper would 
show the same characteristics as the stoneware. 

As in the case of porcelain, classification. of 
earthenware acording to the paste composition can 
only be approximate and general. It is not possible 
to achieve absolute and unvarying exactness. Just 
as the translucent wares do not conform to absolute 
standards, but represent almost every possible gra- 
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dation, so do the opaque wares. In general, how: 
ever, it is possible to tell by touch and weight—and 
in the Jéscuét, or unglazed state, by appearance— 
to which of the two great divisions the piece be- 
longs, whether it is hard paste or soft paste. 
Having thoroughly assimilated these principles 
the amateur collector is now in a position to take a 
further important step toward the classification of 
a collection including a fairly wide range of wares. 
Let us take a number of the wares which most in- 
terest collectors, and see how, in the light of the 
principles thus far explained, we can assign them 
to their proper categories. By doing this we shal] 
see how readily all wares, both pottery and china, 
fall into one or the other of the two great divisions. 
and thus we shall understand the importance of 
classification according to paste composition. 
Under the head of hard-paste wares we shall 
place first of all, of course, all varieties of china, 
the translucent wares, which we have definitely de- 
cided are not to be classified as soft paste. This 
brings into our category an immense range of var- 
ieties and types of ware. It is futile to attempt 
to list these, and so we must be content with this 
general statement at this stage, leaving until later 
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the necessary amplification and interpretation. All 
Parian belongs to this division. There can be no 
exception to this rule, for Parian is a true hard- 
paste porcelain. Virtually all the dbéscuct china 
comes under this head. While there are some ex- 
ceptions to this rule, which we shall note as oc- 
casion arises, for our present purpose the generali- 
zation will serve. Soft-paste porcelain is almost 
invariably glazed. It would not be serviceable 
without glazing because of its porosity and absor- 
bent character. As applied to china the term “bis- 
cuit” denotes entire absence of glaze of any kind. 
Chaffers, the distinguished English ceramist, has 
aptly likened biscuit china to a new clay tobacco- 
pipe without the least gloss on it. It is pure white 
unglazed porcelain. The fact that it is biscuit china 
is strong presumptive evidence that it is hard paste. 

All types of stoneware are classified under this 
head. This includes not only the ordinary coarse 
stoneware crocks and jars, and other common do- 
mestic utensils, but the many beautiful products 
which are not ordinarily thought of as stoneware at 
all, but known only by special names. The fine 
basalt ware produced by Wedgwood and other 
noted English potters is really a highly developed 
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form of stoneware. All basalt pottery is embraced 
in the category of hard paste. The same thing is 
true of jasper ware, which Wedgwood introduced 
and developed to such a high degree of perfection. 
It may be doubted whether the art of the potter 
has ever been more finely expressed in modern times 
than in this beautiful ware. Under this same head 
we must include all the finely ornamented sa/¢- 
glazed ware produced in England toward the end 
of the eighteenth century, and now so much sought 
after by collectors. Under this head, also, are 
classed the molded ornamental stoneware. pitchers 
and vases produced by Doulton and other famous 
English pottery firms. All the laminated wares, 
from the agate of Whieldon to the scroddle of Ben- 
nington, are hard-paste wares. So, too, are the 
dense earthen wares containing a large percentage 
of flint, known as stone china and ¢éronstone china. 

It will be seen that what at first appeared as a 
simple matter of definition assumes impressive pro- 
portions when we set ourselves to the task of classi- 
fying china and pottery. Although we have done 
little more than scratch the surface, the amateur 
will find in the foregoing summary of hard-paste 
wares a good many guide-posts. It is difficult to 
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see how an intelligent understanding of ceramics 
could be arrived at in any other way. The second 
division, the soft-paste wares, is not less important 
than the other. 

To begin with the translucent wares, china, it is 
hardly necessary to say that the great majority of 
specimens of English china which the average col- 
lector is likely to be interested in belong to this 
category. All specimens clearly identifiable as 
bone-paste porcelain belong to this division, of 
course. By way of generalization not much more 
can be usefully said concerning porcelain with refer- 
ence to this classification, for reasons already dis- 
cussed at some length. From time to time, in deal- 
ing with special examples, it will be possible to add 
to this generalization. Under this head must be 
included all majolica, no matter where made. 
Delft also is invariably to be classified as soft paste. 
This applies not only to the old Delft made in 
Holland, but to all the wares of the same general 
type, having a tin-enameled surface, which all bear 
the name derived from the Dutch town, even though 
made in English potteries. Queen’s-ware belongs to 
this same class, and so do virtually all types and 
forms of /uster-ware, all the transfer printed Staf- 
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fordshire tableware so commonly miscalled “old 
china,” and all the earthen wares designated in the 
trade as “common white” and “common yellow.” 
The printed wares of Liverpool, Sunderland, and 
Leeds, so much desired by the modern collector, are 
all soft paste. To the same category must be 
assigned all the numerous types of mottled glazed 
ware produced in so many American potteries and 
designated Rockingham. This applies to the Rock- 
ingham ware of Bennington, exemplified in hound- 
handled pitchers, toby mugs and bottles, cow 
creamers, and the like, and it equally applies to the 
immense range of wares of the same general type 
ranging from worthless nondescript rubbish to 
really fine examples of American pottery made in 
New Jersey, Pennsylvania, Ohio, and elsewhere. 
All the so-called flint-enamel wares, of which those 
produced at Bennington under Christopher Fenton 
are best known to collectors, are to be classified 
under this heading as are virtually all the slip- 
decorated wares, of which the tulip ware of Pennsy]- 
vania is the best example. 

We have not exhausted the subject, and the 
summaries given under both heads are far from 
complete, but they are representative enough, and 
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comprehensive enough, to enable the collector to 
proceed with confidence to the classification of his 
wares. It is not enough, however, to know how to 
classify one’s collection according to the composi- 
tion of the bodies of the several specimens. The 
collector should know something about glazes and 
enamels in order to pursue his hobby intelligently. 
It is not necessary, of course, for him to possess 
precise and detailed knowledge of the composition 
and use of glazes and enamels. It is no more neces- 
sary for him to know the formule of the glazes and 
enamels used than it is to know the formule used 
in the composition of the paste. But just as it is 
imperative that he should know the difference 
between hard and soft pastes and how to distinguish 
them in order to be able to classify specimens intel- 
ligently, so he should know enough about glazes 
and enamels to be able further to develop that 
classification. 

This is not a technical manual on the manufac- 
ture of pottery and porcelain, and it is no part of 
our purpose or aim to enter into any extensive 
account of the composition and use of glazes and 
enamels. All that we shall attempt is such an ex- 
position of elementary principles and facts as will 
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enable the collector to classify his specimens still 
more precisely by giving due and proper attention 
to the glaze or other covering used. This knowledge 
is of the greatest possible importance in the pottery 
division of ceramics. When first fired, and before 
being glazed or enameled, all products of the art of 
the potter, whether opaque (pottery) or translu- 
cent (porcelain), are in what is called the “biscuit’’ 
state. Once we have grasped the distinction between 
hard- and soft-paste bodies, it will be easy to under- 
stand the importance of glazing. Soft paste far 
antedates hard paste. The latter requires firing at 
a high temperature, and therefore presupposes a 
considerable development of the art. 

At some remote period, far beyond any written 
records of the race, men discovered a means of 
making their vessels of clay more useful by over- 
coming their porosity and absorbent character 
through the use of a thin coating of glass, which is 
what glaze is, as the word itself implies. The softer 
the paste the more absorbent the vessel, and, con- 
sequently, the greater the need of glaze. Stoneware, 
being extremely hard and non-porous, can be used 
without glaze and is usually only lightly glazed. 
We may roughly describe glaze as a specially pre- 
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pared glass that is finely ground, mixed in water, 
then spread over the ware and re-fused by firing. 
We can divide all glazes into two great classes; 
namely, the alkaline and the plumbiferous. The 
first class includes salt glaze, as well as the glaze 
that is formed in the manner already described, by 
mixing ground silicious materials with water and 
fusing them on the body of the ware. The second 
class includes glaze produced by sprinkling some 
sort of lead sulphide on the ware and fusing it by 
heat, also the mixing of oxide of lead with other 
ingredients in water, covering the ware with this, 
and then fusing it by the application of heat. Salt 
glaze is usually found on stoneware. The composi- 
tion of the body of this ware, and the high tempera- 
ture at which it is fired, make it peculiarly adaptable 
to salt glazing. The simplest form is attained by 
throwing salt directly into the oven or kiln in which 
the ware is. This is done when a high temperature 
has been attained. At this temperature the salt is 
volatilized, and the vapor rising from the ware, 
acting upon the vapor of the sodium chloride, pro- 
duces, in combination with the chlorine of the salt, 
hydrochloric acid. The soda acts upon the silicate 
of the ware and forms a silicate of soda, covering 
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the body of the ware with what is really a coating of 
soda-glass. 

How pulverized lead sulphides, dusted upon the 
ware and fused by heat, form a protective coating 
to the body, making it more impervious, is too 
obvious to require description. The novice will not 
find it easy to distinguish between the alkaline and 
the plumbiferous glazes. Sometimes, indeed, the 
expert cannot do so with absolute certainty by any 
method short of an actual chemical test. As a rule, 
however, the two can be distinguished. In the case 
of lead glazes, whether applied in powdered or 
liquid form, there is a smoothness which is not found 
in the case of the salt glaze.. The latter, especially 
when produced by throwing salt into the oven or 
kiln, is apt to be characterized by fine granulations 
which cover the ware with little pits, giving it 
something of the appearance of the skin of an 
orange. Examination of a few pieces of old stone- 
ware will make clear what is here meant. 

We are now ready to go a step further and again 
to classify glazes according to another standard. 
All glazes are divided into two subdivisions; 
namely, the transparent and the opaque. Suppose 
we have a piece of ware in the biscuit state which 
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we desire to cover with a coating of transparent, 
colorless lead glaze. We have a ground mixture of 
the materials of which ordinary glass is made, and . 
to this we add oxide of lead. We mix these in water 
and cover the ware with the liquid mixture, gen- 
erally by dipping. We next place the ware in a kiln 
or oven, and at the proper temperature fusion of the 
materials takes place and the ware is covered with 
a transparent colorless glaze. If we desired to color 
the glaze without losing its transparency, we should 
add the proper metallic oxides in the right propor- 
tions. Vegetable coloring would not do and is never 
used. 

Suppose, however, we wanted to hide the body of 
the ware completely. It might be that we desired 
to give to a dark and unattractive body the exter- 
nal appearance of being light. We need only to 
add oxide of tin to our glaze to make it opaque. 
We could also get the opaque result by adding other 
substances, such as ochers, clays, and so on. In 
reality we ought not to call the result a glaze at all. 
Glass and glaze are synonymous, and when you get 
away from transparency and attain its opposite, 
complete opacity, it is a misuse of language to call 
it glass. So the best authorities insist that, instead 
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PLATE 1 
Stoneware from St. Johnsbury, Vermont 
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PLATE 3 Mrs. William Whitman, Jr. 


Churn made at Boscawen, New Hampshire 
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PLATE 12 Pennsylvania Museu:n 


Polychrome slip-decorated dish 


Pennsylvania Museum 


PLATE 13 
Slip-decorated pie-plate by Benjamin Bergey, 1838 
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PLATE 15 
Sgraffito dish made by George Hubener, 1786 
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of dividing glazes into transparent and opaque, we 
ought to confine the term “glaze” to the transparent 
types, whether colored or not, and describe the 
opaque type as “enamel,” which is really what it is. 
It does not much matter what we call it, however, 
so long as we understand clearly what is meant. 
The coloring of the opaque type is attained pre- 
cisely in the same manner as the coloring of the 
transparent. 


Types oF Ware CLASSIFIED ACCORDING To PASTE 


Hard-Paste Types 


. All the ‘natural’? porcelains 

. Parian (a special form of porcelain) 

. Biscuit china 

Coarse stoneware, jugs, crocks, etc. 

Fine stoneware of the salt-glazed white 
variety (Staffordshire) 

. Lowestoft (see Note A below) 

Basalt ware—Wedgwood and others 

. Jaspet-ware—Wedgwood and others 

Agate-ware—Whieldon—also called 
“lava” 

. Scoddle—Bennington—also called 

“agate” and “lava” 
11. Stone china 
12. Ironstone china—Mason’s, e. g. 


OMIA NAOYSE 


_ 
[e) 


Nore A: There has been greater controversy over this ware 
than any other. Many experts have contended that 
none of the ware bearing the name was made at 
Lowestoft; that at most it was decorated there, being 
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made in China. The accepted standard for all 
Lowestoft is the Oriental type; that is, a hard-paste 
body. There is a good deal of ware, classified as 
Lowestoft, which has a soft-paste body, however, quite 
akin to Bow. Most British experts call this by some 
such name as “‘pseudo-Lowestoft.” 


Soft-Paste Types 


. All “bone china” 

. All “artificial” porcelain 

. Delft in all forms 

Majolica 

Queen’s-ware 

. All the lustered wares 

Transfer printed earthenware of all kinds 

Bow 

. Leeds 

10. Liverpool 

11. Sunderland 

12. Common white earthenware 

13. Common yellow earthenware 

14. Sgraffito ware 

15. All slip-decorated earthenware 

16. Rockingham (see Note B below), also 
called “‘tortoise-shell” and “mottled” 

17. Flint-enamel ware 

18. All “marbled” or “veined” wares 


© WI ARYL = 


Note B: The reference here is to the ware covered with 
brown glaze, either mottled and somewhat resembling 
tortoise-shell or plain, to which the name “Rocking- 
ham” is generally applied. It should be added to the 
foregoing, perhaps, that the fine, costly, and elabo- 
tately decorated ware called Rockingham, and much 
referred to in English works on ceramics, is also of 


the soft-paste type. 
[48] 


CHAPTER III 


AMERICAN POTTERIES BEFORE THE 
REVOLUTION 


Lixe the word “antiques,” the term “early 
American” applied to pottery and china is elastic 
in definition and conveys only a vague and un- 
certain meaning. That goods made within the 
memory of men and women still living, who can 
well remember the making, should be classed as 
“antiques” is simply amusing, of course. Yet the 
shops are crammed with such things, and many a 
woman whose attire, cosmetics, and demeanor be- 
speak a desperate, but altogether admirable, deter- 
mination not to be classed as old, and who would be 
offended if described as belonging to an antique 
age, will cheerfully apply that designation to 
chairs, lamps, coverlets, bric-a-brac, and so forth, 
less aged than herself. What a comedy this tragic 
business of living is! 

In the case of our native potteries, however, there 
is some justification for the use of the term “early 
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American” in a rather loose sense, so as even to 
embrace some potteries in which men still living 
were employed. It is fairly obvious that 1860, for 
example, which from the point of view of the 
Bostonian is quite “late,” is from the point of view 
of Seattle so “early” as to be almost prehistoric. 
These are extreme cases, of course, but they serve 
to emphasize a fact that must be constantly borne 
in mind ; namely, that the course of the development 
of our country and the manner of its growth compel 
us to use such terms as “early” and “late” in a 
rather empirical sense. When we remember that the 
first kiln of ware made in East Liverpool, Ohio, 
one of the most important pottery centers of the 
world,Avas fired in 1840, whereas in Pennsylvania 
the industry goes back to a full century before that 
date, it is easy to understand that “late Pennsyl- 
vania” and “early Ohio” may refer to the same 
period. 

Of course, the earliest of all American pottery 
goes back to prehistoric times, to the mound- 
builders and the cliff-dwellers, but in the present 
work we shall not concern ourselves with this. 
Neither shall we make any attempt to deal with the 
pottery of the later aborigines with its wide range 


[50] 


American Potteries Before the Revolution 


from the crude earthen vessels of the Indians of 
the eastern part of the country to the really admir- 
able creations of the Pueblo and other Western 
Indians. ”These prehistoric and aboriginal examples 
of the potter’s art are excluded from our present 
consideration, not because they are lacking in 
ceramic interest—for in fact they are of great inter- 
est from that point of view—but for quite other 
reasons. 

The interest which attaches to all examples of 
prehistoric pottery, and to the greater part of those 
of a later period, made by the aboriginal tribes be- 
fore the incursion of the white man and his civiliza- 
tion, is primarily archeological and ethnographical. 
They are documents really, among the most im- 
portant documents from which what we know of 
those earlier peoples and races has been learned. 
And just as this prehistoric and aboriginal pottery 
is primarily important for the light it sheds upon 
the great problems of archeology and ethnology, 
contributing materially to the construction of such 
pictures as we have of the manner of living of peo- 
ples of a remote past,sSo, for an intelligent under- 
standing of the pottery, considerable knowledge of 
archeology and ethnology is necessary. Even a 
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cursory examination of the literature devoted to 
prehistoric and aboriginal American pottery will 
show why the subject requires specialization, and 
why by common consent it lies outside the limits of 
the hobby to which this volume is devoted. 
Acknowledging himself greatly interested in much 
of this pottery, purely as pottery, the writer con- 
fesses that his knowledge of archeology and eth- 
nology is too elementary and too limited to warrant 
his forming any opinion or judgment concerning its 
classification, much less offering advice and guid- 
ance to others. 

Brief as the story of our nation is when compared 
with that of the European nations, much of its 
essential early history is obscure. We do not know, 
for example, where or when the first pottery was 
made by the pioneer settlers of European stock. 
We know that the first settlers in Virginia soon 
established small potteries in which simple domestic 
utensils of coarse earthenware were made. By 1650 
there were several such potteries in the settlements 
of Virginia, but so far as the writer has been able 
to discover there are no records extant which show 
definitely where they were or by whom they were 
conducted. 
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It is a remarkable fact that, notwithstanding the 
great importance to the people of the manufacture 
of articles of such fundamental utility as cooking- 
utensils and drinking-vessels, the keepers of the 
early records of our towns rarely considered the 
establishment of a pottery a matter worth recording. 
In dozens of instances the writer has made, or caused 
to be made, careful examination of the early records 
of towns in which potteries are known to have 
existed at an early date, only to find that no men- 
tion of the potteries was made by the recorders. The 
establishment of a grist-mill is generally noted in 
the official” records, and so is the establishment of a 
sawmill. Even the establishment of a distillery is 
usually noted. The delver after facts can, as a 
general rule, ascertain when and by whom these 
enterprises were started, but in the case of potteries 
that is usually not possible} in most cases the only 
references to these disclosed by examination of the 
local records are in the descriptive clauses of deeds 
of title. There is nothing unusual in the fact that 
the records of Virginia do not inform us when, 
where, or by whom the earliest potteries were 
established. 

We should naturally expect to find that among 
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the early Dutch settlers in New York were some 
who possessed a practica: knowledge of potting. 
Who the first potter was or where his pottery was 
located we do not know. In the list of burghers of 
the “City of Amsterdam, New Netherland,” April 
18, 1657, occurs the name of Dirck Claesen, “Pot- 
Baker.” In the list of freemen of the city of New 
York, 1697-98, we find the names of John Dewilde, 
“Pottmaker,”’ Dirck Benson, ‘‘Pott Baker,” and 
John Euwatse, “Pottmaker.’’ Whether Dirck Clae- 
sen of New Amsterdam was the first of the Dutch 
settlers to practise thevpotter’s craft the writer of 
these pages has been unable to determine with any 
degree of certainty. We may safely assume that 
he made earthenware stew-pans, milk-pans, beer- 
jugs, platters, and other simple utensils. We do not 
know where his pottery was. Barber in his “Pot- 
tery and Porcelain of the United States” credits to 
Professor Isaac Broome, the noted sculptor and 
modeler, the discovery of the remains of an old 
kiln a mile or two below South Amboy, New Jersey, 
and suggests that the first pottery of the Dutch 
settlers was located there. So far as the present 
writer knows, there are no records bearing on this 
point, nor are there any specimens of pottery bear- 
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ing the mark of Dirck Claesen or any of his con- 
temporaries, or credibly attributed to any potter of 
the period. We can only note the names of these 
early potters and the dates of their occurrence in 
the records. 

At least as early as 1684 there was a pottery at 
or near Burlington, New Jersey. If only some 
authenticated specimen of the ware that was made 
there could be unearthed, the addition to our knowl- 
edge of American ceramic history would probably 
prove to be of great interest and the utmost import- 
ance. The information we have concerning it is ex- 
ceedingly scanty and fragmentary. Such as it is, 
however, it would seem to warrant the belief that 
at this pottery was made the first white ware ever 
made in the colonies. There are no known examples 
extant, but in all probability the output of this 
pottery was a white stoneware, of fine texture, salt- 
glazed, resembling the admirable white salt-glazed 
ware produced in England by John Dwight, the 
Elers, and others, and now so eagerly sought after 
by collectors. 

Dr. Daniel Coxe, of London, one of the principal 
proprietors of West New Jersey and sometime its 
governor, was the proprietor and founder of this 


[55] 


Early American Pottery and China 


pottery, in many ways the most interesting of all 
the potteries of the colonial period. He appears 
never to have visited America himself, but to have 
acted through his agent, John Tatham, and his son, 
Daniel Coxe, Jr. In the Rawlinson collection of 
manuscripts preserved in the Bodleian Library at 
Oxford, there is a document, written about 1688, 
entitled “Proposalls made by Daniell Coxe propri- 
etary and Governor of ye provinces of East and 
West Jersey in America.”’ One paragraph recites 
that “the above mencioned Daniell Coxe being 
resolved to sell his interest in Land and Government 
of the Colonies of East and West Jersey” has for 
sale land “Amounting unto one million of Acres.” 
In the specifications we read: 


Itt is believed a thousand pounds per Annum cleere of 
all charges the said Daniell Coxe hath likewise at Burling- 
ton two houses and kill with all necessary materialls and 
implements with divers servants who have made a greate 
progresse in a Pottery of White and China ware about 
1200 li worth being already made and vended in the 
Country neighbour plantations and the Islands of Bar- 
bados Jamaica &C and well managed will probably bee 
very Advantagious to ye Undertakers D: C: haveing ex- 
pended thereon to bring it to perfection allmost 2000 li. 
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Another document, an inventory of the Burling- 
ton property, says: “I have erected a pottery att 
Burlington for white and chiney ware, a greate 
quantity to ye value of 1200 li have been already 
made and vended in ye Country, neighbour Colo- 
nies and ye Islands of Barbados and Jamaica where 
they are in great request. I have two houses and 
kills with all necessary implements, diverse worke- 
men and other servants. Have expended thereon 
about 2000 li.” 

In the records of New Jersey there is the report 
of a court of sessions held in December, 1685, which 
contains the account of a suit involving this old 
pottery. One James Budd was the plaintiff in the 
action, the defendant being one Edward Randall, 
a potter. The action was for payment of a bond 
of two hundred pounds, the said Randall having 
agreed to forfeit that sum if he failed to discharge 
certain duties to the satisfaction of the plaintiff, 
Budd. It would seem that Budd had been sent out 
from England to manage the pottery for Coxe, the 
proprietor, and that he had engaged and brought 
with him Randall, the defendant, to be foreman of 
the works. 

Randall had failed to give satisfaction, and the 
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question confronting the jury was whether his fail- 
ure was due to his fault or to conditions and circum- 
stances outside of his control. For the defendant 
one William Winn, a potter, testified “that hee can 
finde noe Clay in the Country that will make white 
ware; And further sayth that Edward Randall, the 
def’t, is as good a workman as James Budd ye 
plaint can finde in England.” On the other hand, 
Mary Budd, who may have been the wife of the 
plaintiff, gave evidence tending to prove that Ran- 
dall was not a competent potter: “Shee being at 
London before ye Def’t came away shee was told 
by an honest woman there who had some concerne 
amongst ye Potters at London that shee feared ye 
Pott works here would come to nothing, for that 
the said def’t Randall & ye other p’sons who were 
to come to manage ye same works had not skill to 
PAecth ity? 

We know that Dr. Coxe sold part of his Burling- 
ton property before 1690, and that in 1691 he sold 
all the remainder to the West New Jersey Society, 
of London. He sold his entire interest in the prov- 
ince at that time for the sum of nine thousand pounds 
sterling, the property sold including “the pottery 
house.” This is virtually all that we know of the 
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pottery. Meager as it is, it is more than we know 
of any other seventeenth-century American pottery. 
We know the owner, the approximate location, and 
the names of the manager and at least two of the 
potters. We know, too, that there were two kilns, 
that the ware made was what was called “white 
and chiney ware,” and that the output was con- 
siderable enough to permit an export trade in it. 
One of the most extraordinary things about this 
pottery is the fact that in the conditions and circum- 
stances then prevailing it should have been found 
possible to produce ware for export to Barbados 
and Jamaica. 

There seems to be no room for reasonable doubt 
that the ware produced was the salt-glazed white 
stoneware of fine texture already described. It is 
difficult to suggest any other significance of the use 
of the terms ‘“‘white ware,” “chiney ware,” “White 
and China Ware,” and the like. These terms were 
never used to describe ordinary earthenware. On 
the other hand, it is certain that it was not a trans- 
lucent ware, such as we now understand by the 
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word ‘“‘china.”” No fact in ceramic history is better 
established than that the ware which John Dwight 
patented in 1671, and repatented in 1684 because 
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so many potters were copying his methods, was a 
fine white stoneware, salt-glazed. By 1684, the year 
when that great English potter took out his second 
patent, the manufacture of a white stoneware of fine 
texture, salt-glazed, had become fairly common in 
Staffordshire. When all the facts are taken into 
account, it is hardly thinkable that the good Coxe 
could have had any other ware in mind. 

It will be recalled that in the civil suit referred 
to above, the witness Winn, who testified on behalf 
of the defendant Randall, said that he could ‘‘finde 
noe Clay in the Country that will make white 
ware.” Barber has suggested that when the clay in 
the immediate vicinity proved unsatisfactory for 
the making of white ware, clay from South Amboy | 
was used. The fact that Coxe owned a great deal of 
land in that vicinity lends plausibility to the sug- 
gestion, to say the least. Upward of a century and 
a half later the fine white clay of South Amboy was 
much in demand for the making of stoneware of a 
fine quality. 

It is well within the bounds of possibility that 
reposing on the shelves of some collectors to-day 
are specimens of white salt-glazed stoneware, attrib- 
uted to seventeenth-century England, and so classi- 
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fied, which were actually made in the Coxe pottery 
at Burlington, New Jersey. 

Reference has already been made to the fact that 
there were potteries in Virginia as early as 1650. 
By the middle of the next century considerable 
progress seems to have been attained. In 1745 
William Cookworthy, one of the great figures in 
the history of the pottery industry in England, 
wrote a letter to a friend in which there is a clear 
reference to the manufacture of “china ware” in 
Virginia. 

I had lately with me the person who hath discovered the 
china-earth. He had samples of the china-ware of ther 
making with him, which were, I think, equal to the Astatic. 
*Twas found in the back of Virginia, where he was in quest 
of mines; and having read Du Holde, discovered both the 
petunse and kaolin. ’T is the latter earth, he says, is the 
essential thing towards the success of manufacture. He is 
gone for a cargo of it, having bought the whole country 
of the Indians where it rises. They can import it for £13 
per ton, and by that means afford their china as cheap as 
common stoneware. 


In 1744 Edward Heylyn and Thomas Frye, of 
the Bow pottery, took out a patent for the manu- 
facture of “china ware.” In the specifications they 
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stated that the material used was ‘“‘an earth, the 
produce of the Chirokee nation in America, called 
by the natives wnaker.” It is generally accepted as 
true that the famous Bow pottery was’ founded 
upon that patent. We are fortunate in knowing 
exactly what that “unaker” was, for there was in 
the old color-room at Wedgwood’s factory at Etru- 
ria until a few years ago, and perhaps still is, a 
small wooden box of it, with a description on a slip 
of paper in the handwriting of Josiah Wedgwood. 
It was for years in the charge of that scholarly 
ceramist, William Burton, F.G.S., who examined 
it many times. He says that he found it to be 
nothing more or less than a sample of china clay, 
of no especial merit, rather poorly washed. From 
all that can be gathered about its use, it seems that 
this Virginian clay was shipped into England and 
sold to various potters who were interested in mak- 
ing porcelain and fine pottery, but that the cost of 
transportation made it too expensive for general use. 
The discovery of an abundant supply of china clay 
of superior quality in Cornwall, in 1768, gave the 
manufacture of porcelain its greatest impetus. 

We know nothing of the Virginia potteries whose 
wares had in this manner influenced the develop- 
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ment of the pottery industry in England. Some 
writers have questioned whether there was any ware 
made in Virginia, other than the coarsest type of red 
earthenware. They argue that the “samples of the 
china-ware” referred to by Cookworthy in his letter 
were probably made in England, from clay brought 
from Virginia. That seems to require a forced and 
unnatural construction of a very clear and forth- 
right statement. It also seems to be unlikely that 
the clay would have attracted attention in such 
manner as to induce any man to buy it and ship it 
to England in quantities, unless wares actually 
made from it were available as positive evidence 
of its suitability for manufacture. 

We know that in 1765 the Worcester and Bris- 
tol manufacturers imported clays from South 
Carolina. At first, the results were rather disap- 
pointing. The quality of the clay was not good; 
the cost of transportation, and the inevitable irregu- 
larity of supply, combined to make the experiment 
anything but a brilliant success. We know that 
there was the beginning of a pottery industry in 
South Carolina contemporaneously with the exporta- 
tion of clay, and that fact tends to confirm our be- 
lief that much the same sort of thing occurred in 
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Virginia. A Staffordshire potter named Bartlem, 
who had been unsuccessful in England, emigrated 
to South Carolina and started a pottery. Soon he 
induced a number of workmen from his old home 
to follow him. Wedgwood, it is amusing now to 
recall, was genuinely alarmed. He believed that 
the South Carolina potteries indicated that British 
manufacturers would soon find the American mar- 
kets lost to them. 

The great bulk of the wares produced in the 
British potteries was for export trade. This was 
particularly true of the better class of goods. The 
domestic market for these was of little consequence. 
Much white stoneware was sent to the Continent, 
while the American colonies took an amazingly 
large share of the finer and more expensive wares. 
It will surprise most Americans to-day to learn from 
no less an authority than Josiah Wedgwood him- 
self that the colonies in 1765 were such a market 
for the more costly wares made at the British pot- 
teries, yet such is the fact. “We cannot make any- 
thing too rich and costly,” wrote Wedgwood with 
reference to this market. He continued: 


This trade to our Colonies we are apprehensive of 
losing in a few years, as they have set on foot some Pott- 
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works there already, and have at this time an agent 
amongst us hiring a number of our hands for establishing 
new Pottworks in South Carolina; having got one of our 
insolvent Master Potters there to conduct them. They 
have every material there, equal if not superior to our 
own, for carrying on that manufacture; and as the neces- 
saries of life, and consequently the price of labor amongst 
us are daily advancing, it is highly probable that more will 
follow them, and join their brother artists and manufac- 
turers of every Class, who are from all quarters taking a 
rapid flight indeed the same way! Whether this can be 
remedied is out of our sphere to know, but we cannot help 
apprehending such consequences from these emigrations as 
make us very uneasy for our trade and Posterity. 


How ill founded and vain the fears of the great 
English potter were, we know. We smile at the vast 
gulf that yawns between the scared fancy and the 
sober fact. The South Carolina potteries were small, 
and their owners eked out a precarious existence for 
a few years, when they disappeared altogether. One 
result they had which Wedgwood was not far- 
sighted enough to foresee: the migration of the 
potters to the New World brought to the Old 
World new supplies of kaolin. For several years 
Wedgwood used considerable quantities of South 
Carolina clay. Subsequently he used clay from the 
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Pensacola district of Florida instead, finding it of 
superior quality. It is interesting to know that the 
oldest specimens of old Bow china, the earliest in 
England, were made from American clay, and that 
American clay also went into the making of Wedg- 
wood’s finest wares. 

Virtually nothing is known of these mid-eight- 
eenth-century potteries of South Carolina beyond 
what is here set forth. We do not know that any of 
the wares made were marked with the makers’ 
names, nor do we know if any specimens have sur- 
vived until now. Here, as in the case of the seven- 
teenth-century pottery at Burlington, New Jersey, 
there is at least a possibility that some specimens 
may still survive and are either classified as “early 
English” or not classified at all. 

As already noted, there were potters in New 
Amsterdam as early as the middie of the seventeenth 
century. In 1735 we find the first John Remmey 
conducting a stoneware pottery in New York City. 
It was located on what was called Potter’s Hill, 
near the Fresh Water Pond, not far from the site 
of the old City Hall. On a map purporting to show 
the city of New York as it was in 1742-44, though 
not published until 1813, and drawn from mem- 
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ory, there is a legend which would seem to imply 
that in 1742-44 there was only one pottery on 
Potter’s Hill, operated by Remmey & Crolius. On 
the strength of that map apparently, Barber, in 
“The Pottery and Porcelain of the United States,” 
assumed that the above-named John Remmey had 
entered into partnership with Clarkson Crolius. As 
will presently appear, it was impossible that there 
should have been a partnership between John Rem- 
mey and Clarkson Crolius, for the good reason that 
Clarkson was not born until about nine years after 
John Remmey’s death. ; 

If there was a partnership at all, it must have 
been between the grandfather of Clarkson Crolius 
and John Remmey. The writer has taken a great 
deal of trouble to investigate the matter and is 
satisfied that there was no such partnership. He is 
convinced that there were two potteries on Potter’s 
Hill, close together but quite independent. One of 
these was the pottery of John Remmey. The other 
was the Crolius pottery. In the roll of the freemen 
of the city of New York for 1737 appear the names 
of William and Peter Crolius, both of them de- 
scribed as potters. Dr. John E. Stillwell, whose 
researches on the subject have been published by the 
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New York Historical Society, identifies this 
William Crolius with the “William Croylas, Pot- 


29 


ter,” who became a freeman of the city in March, 
1729. Why the same man should have been twice 
granted the burgher right, with an interval of eight 
years, is not apparent. Dr. Stillwell agrees with the 
present writer that William and Peter Crolius, 
whose names appear on the roll for 1737, and are 
both described as potters, were brothers. These were 
contemporaries of the first John Remmey. Anna 
Christina Cortselius, wife of John Remmey, was the 
sister of Veronia Cortselius, wife of William 
Crolius. The properties of the Remmey, Crolius, 
and Cortselius families were contiguous and lay on 
Potter’s Hill, sometimes called Pot-Baker’s Hill. 
The present writer has been unable to find any 
evidence of a partnership of the brothers-in-law, at 
any time. Not knowing of Dr. Stillwell’s interest, 
and investigating the subject on his own account, he 
reached the conclusion that the Crolius brothers, on 
one hand, and John Remmey, on the other, at all 
times maintained separate and distinct establish- 
ments, and were never associated in partnership. 
Dr. Stillwell assumes the partnership, but solely 
on the strength of Barber’s statement. Hutchin’s 
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map of the Collect Pond shows two potteries on the 
top of Potter’s Hill. Collect Pond was filled in and 
leveled in 1812, so that Hutchin’s map, which was 
published in 1846, must describe Potter’s Hill as 
it was before 1812. 

The first John Remmey died in 1762 and was 
succeeded by his son, John Remmey II. According 
to the Directory of New York, 1794, John Rem- 
mey II was then living at 9 Cross Street. He is 
described as a stoneware potter in business on Pot- 
ter’s Hill. John Crolius, son of William Crolius 
above referred to, is recorded as living at 215 
Greenwich Street. His son, Clarkson Crolius, was 
then living at 10 Cross Street, next door to John 
Remmey II. Both John Crolius and his son Clark- 
son are described as stoneware potters in business on 
Potter’s Hill. 

This John Crolius was at that time a man of 
some importance in New York. He was born in 
1733. He became a man of considerable substance, 
but, as an ardent Whig, he was forced to leave the 
city by the British in the fall of 1776. They seized 
his property, which was restored to him when they 
evacuated the city in 1783. He was active in 
municipal affairs and in 1799 was assistant alder- 
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man from the Sixth Ward. His son, Clarkson 
Crolius, who was born October 5, 1773, also be- 
came a man of considerable political influence, and, 
if we are to judge by the pretentious character of 
his Cross Street residence, a picture of which 
appears in ““Valentine’s Manual” for 1858, of some 
affluence also. He held for some time an important 
position in the custom-house, and his son, Clark- 
son Crolius II, was, like his grandfather, alderman 
from the Sixth Ward. Having hastily jumped to 
the conclusion that John Remmey I had been in 
partnership with Clarkson Crolius, and subse- 
quently finding what seemed to him to be evidence 
that Crolius was not associated with any one, Bar- 
ber had to suggest some explanation. He did so as 
follows: “John Remmey, one of the partners, hav- 
ing died in 1762, the second partner appears to have 
carried on alone, as indicated by a salt glazed stone- 
ware jug or batter pot.” The feature of the pot 
compelling Barber to evolve this hypothesis is the 
following inscription, which accompanies the floral 
ornamentation in blue cobalt on the sides of the pot: 
New York, Fes’y. 17TH, 1798 


FLOWERED BY 
Mr. CiarKson Cro.ivs. 
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As we have seen, Clarkson Crolius was not born 
until nearly ten years after the death of his supposed 
partner. The simple fact is that “Mr. Clarkson 
Crolius,” who so carefully and precisely recorded 
that he “flowered” the jar, belonged to the genera- 
tion of John Remmey’s grandson. His grandfather, 
William Crolius, and John Remmey I were con- 
temporaries. After the death of his father, John 
Crolius, the business was carried on by Clarkson, 
and when, in 1812, Potter’s Hill was leveled and 
Collect Pond filled in, he moved the pottery to 65 
Bayard Street, where the business was carried on 
until 1848, Clarkson Crolius II having in the mean- 
time succeeded his father. From 1802 to 1805 Clark- 
son Crolius was assistant alderman from the Sixth 
Ward, as his father had been before him. He was 
a member of the New York Assembly in 1806-07 
and again continuously from 1815 to 1825. In 1825 
he was unanimously elected speaker of the House. 
An influential member of the Democratic party, as 
grand sachem of the Tammany Society, he laid the 
corner-stone of Tammany Hall, May 13, 1811. He 
served in the War of 1812. 

Sometime before the death of Clarkson Crolius 
the business passed to the ownership and control of 
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his son, Clarkson Crolius II. Stoneware jars with 
“C, Crolius, Manufacturer, New York,” impressed 
into the clay have been ascribed—rather too hastily 
in the opinion of the present writer—to the period 
when the pottery was owned and conducted by 
Clarkson Crolius I. It is at least rather more than 
equally possible that they should be ascribed to the 
later period when the pottery was carried on by 
Clarkson Crolius II. At all events, in the absence of 
some positive evidence, such as the date on the piece 
“flowered” by “Mr. Clarkson Crolius,’” positive 
attribution to the father, instead of to the son of 
the same name, seems to be a violation of the rule 
governing the interpretation of historical data. 

As already noted, John Remmey I died in 1762 
and was succeeded by his son, John Remmey II. 
He, in turn, was succeeded by his son, John Rem- 
mey III, who was one of the most remarkable men 
ever associated with the pottery industry in this 
country. By all accounts, he was a good potter. He 
was likewise something of a literary man; he wrote 
articles for the newspapers on questions of the day, 
and in 1799 published a book entitled “Egypt as 
It Is.” He conducted the pottery until 1820. 

Merely noting here the fact that there is good 
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reason to believe that about the same time when the 
first John Remmey began to make stoneware in 
New York City, some unknown German potter had 
begun to make slip-decorated and sgraffito ware in 
Pennsylvania, and leaving to later chapters our 
sketch of those interesting wares, let us take note of 
some other early potters and their work. We are 
at once interested to observe that, as in Europe, the 
manufacture of glass and pottery very often went 
hand in hand. 

Such was the case at the Germantown works, in 
Braintree, now part of Quincy, Massachusetts, be- 
gun in 1753. Joseph Palmer, a Devonshire man of 
good breeding and education, came to America in 
1746, when he was in his thirtieth year. With 
him came his wife’s brother, Richard Cranch, then 
twenty years old. Palmer purchased a large farm at 
Braintree and built for himself an elegant mansion. 
In 1752 he and Cranch leased a large tract of land 
and at once began to erect factory buildings. They 
must have had considerable capital, if we may judge 
from the variety and character of their undertak- 
ings. These included chocolate mills, glass and 
pottery works, spermacetti works, and salt factories. 
They hired a large number of German artisans, for 
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whom they put up dwellings, the settlement acquir- 
ing the name “Germantown.” Cranch withdrew 
from the business in 1760, selling out to his father- 
in-law. The Germans made glass bottles of all 
kinds in large quantities, and pottery on a lesser 
scale. Later on in the Revolution Palmer rose to 
enviable distinction. He was a member of the Com- 
mittee of Safety and became a general in the Con- 
tinental Army. Copley painted his portrait. He was 
the friend of Washington, Warren, John and Sam- 
uel Adams, and other leaders of the Revolution, and 
by the Provincial Congress was formally thanked 
for his ‘“‘wisdom, fortitude and temperance.” 
Tradition says that glass quite similar to that 
associated with the name of Baron Stiegel was made 
at Germantown, together with much more of the 
coarser and commoner type. If that tradition is to 
be credited, it would be equally probable that the 
pottery that was made there included the slip- 
decorated and sgraffito types associated with the 
German potters of Pennsylvania. Yet this is pure 
conjecture and speculation, for so far as the writer 
can ascertain no authoritatively authenticated speci- 
mens of the pottery are known to exist. All that is 
known is that the son of Richard Cranch, many 
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years after the works had closed, picked up on the 
site of the old works something of a collection of 
fragments of glass and pottery. The latter included 
some exceptionally heavy and coarse stoneware, and 
some that was very thin, apparently a fine cream- 
colored salt-glazed stoneware. 

It is evident from the newspapers and the public 
records of the period that by 1765 there had de- 
veloped a somewhat general movement to encour- 
age the domestic manufacture of those articles which 
had hitherto been imported from England and con- 
tinental Europe. Not only was there a growing feel- 
ing that practical support should be given to those 
disposed to undertake new branches of manufacture, 
but there was a developing national consciousness 
and sense of self-dependence, which led individuals 
to all sorts of adventurous undertakings. It was 
something of that spirit, doubtless, which led Baron 
Stiegel, the successful iron-founder, to undertake 
those experiments in glass manufacture which beg- 
gared him, but nevertheless made him famous long 
after his death. 

Around the same time that Baron Stiegel was 
developing the enterprise that brought him both 
poverty and posthumous fame, and when he was 
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building his flint-glass factory at Lancaster, Penn- 
sylvania, another factory of equal interest and im- 
portance was being built in Philadelphia. A pottery 
for the manufacture of china was built in 1769-70, 
operations starting during the latter year. At the 
head of it, and its moving spirit, was a potter who 
had recently come from England, where he is said 
to have worked at the famous Bow pottery. His 
name was Gousse Bonnin, which would seem to indi- 
cate French or Flemish rather than British origin. 
One account says that he was a native of Antigua. 
There seems to be no doubt, however, that he had 
worked at Bow and migrated from there. With 
him was associated George Anthony Morris of 
Philadelphia, who appears to have subscribed most 
of the capital. 

The factory was built in the Southwark section, 
on Prime Street, near the present navy-yard. What 
is believed to have been the first announcement 
made by the ambitious proprietors was published on 
December 1, 1769. It set forth that “the Proprietors 
of the China Works, now erecting in Southwark, 
have the pleasure to acquaint the public, they have 
proved to a certainty, that the clays uf America 
are productive of as good Porcelain, as heretofore 
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manufactured at the famous factory in Bow, near 
London, and imported into the colonies and planta- 
tions, which they will engage to sell upon reason- 
able terms.’ The literary construction of this is not 
perfect, but it is not difficult to understand the in- 
tent. 

The enterprising spirit of Messrs. Bonnin & 
Morris is clearly shown in the outline of their plans. 
They announced that all orders would be executed 
in rotation, on the principle of first come, first 
served. Dealers were assured of a square deal and 
told that “no goods under Thirty Pounds’ worth, 
will be sold to private persons out of the factory, 
at a lower advance than from their shops.” A bid 
was made for labor in these terms: 


All workmen skilled in the different branches of throw- 
ing, turning, modeling, moulding, pressing and painting, 
upon application to the Proprietors, may depend on en- 
couragement suitable to their abilities; and such parents, 
as are inclined to bind their children apprentices to either 
of these branches, must be early in their application, as only 
a few of the first offering will be accepted without a 
premium; none will be received under twelve years of age, 


or upwards of fifteen. 


Soon afterward we find the announcement that 
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the principal part of the works was complete and in 
operation. At the same time the proprietors adver- 
tised for bones, offering twenty shillings per thou- 
sand pounds “for any quantity of beeves shank 
bones, whole or broken, fifteen shillings for hogs, 
and ten shillings for calves and sheep (a propor- 
tionate price for knuckle bones) delivered at the 
china factory in Southwark.” An advertisement in 
1771 materially aids us to form a trustworthy 
mental picture of the product of this pottery. The 
advertisement calls for ““Zaffer or Zaffera’”’ for mak- 
ing blue ware. Early in 1772 the firm was adver- 
tising for “apprentices to the painting branch, a 
proper person being engaged to instruct them,” and 
for “several apprentices to the other branches, of 
equal utility and benefit to the children.” The term 
of apprenticeship was seven years, the general prac- 
tice of the trade. From an interesting address to the 
Legislature in January, 1771, we learn that the 
proprietors had “expended great Sums in bringing 
from London Workmen of acknowledged Abilities.” 

By the aid of these published statements and 
advertisements we are enabled to form a fairly 
definite idea of the sort of ware that was made at 
this early Philadelphia pottery. That some part 
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of the ware must have been a soft-paste porcelain, 
or “bone-china,”’ is evident from the large quantities 
of bones used. Kaolin was not mentioned, nor is 
there any other indication that hard-paste porcelain 
was made. The manner in which the proprietors 
referred to the Bow pottery as their standard, the 
fact that they brought their skilled workmen from 
London, taken together with the evidence of the use 
of quantities of bones, warrant us in concluding that 
the body of much of the ware was in imitation of 
that made at Bow. At the same time it seems quite 
certain that a good deal of ware was made which 
cannot by any stretch of imagination be likened to 
“‘bone-china.”” Perhaps this was made in the latter 
period, when the other ware had been found 
unprofitable. We know that in 1772 the firm adver- 
tised for “fifty wagon loads of white flint stone”; 
and we also know that the one example of their 
products that comes down to us with dependable 
attestation is “common white,” an opaque ware. 
We can go further than this: the emphasis laid 
upon painting, not merely in the preliminary 
announcement, but in the advertisements for appren- 
tices during operation, affords conclusive evidence 
that the china was decorated, and we are justified in 
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assuming that the style of decoration, like the body 
of the ware, was closely patterned after that made 
at Bow. In this connection the advertisements for 
“Zafter or Zaffera’ are worthy of note. It is well 
known that a great deal of the output of the Bow 
pottery at that time and previously consisted of blue 
and white china, zaffer being much used in colored 
decoration under the glaze. Whether other colors 
were used, and if so to what extent, is not known 
with any degree of certainty. The writer has seen 
plates and at least one tea-pot, elaborately decorated 
with flowers in natural coloring, which were said by 
the owners to have been made at the pottery of 
Bonnin & Morris. They bore absolutely no marks 
of identification, and the only feature at all distin- 
guishing them from a good deal of cheap mid- 
Victorian decorated white earthenware was the 
extravagant price asked. 

There is one well authenticated specimen in the 
Pennsylvania Museum, a broken fruit-basket. The 
body is white earthenware, of good quality, not 
china, and there is much in the general character of 
the piece suggestive of the Bow pottery of the 
period. The openwork sides are embellished with 
small floral ornaments in relief. The decoration is 
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in zaffer blue under the glaze, with rosettes around 
the sides and a large rose with sprays of foliage on 
the bottom. There is a capital P in blue under the 
glaze on the under side of the bottom, but whether 
this was intended as a pottery mark or as the bench- 
mark of the decorator it is not possible to determine. 

The authentication of the piece as a product of 
the Bonnin & Morris pottery seems to be complete. 
It takes the form of a letter from the original 
owner, Dr. James Mease, whose father was a friend 
of Bonnin and one of his strong financial backers. 
Dr. Mease, who in 1811 published an important 
work, “A Picture of Philadelphia,” says in his letter 
that the fruit-basket was part of a dinner-set made 
for his father, and that the clay used at the pottery 
was brought from White Clay Creek, a few miles 
from Wilmington, Delaware. 

All things taken into account, the writer of these 
pages is inclined to regard this early Philadelphia 
pottery as the most interesting, and alsc che most 
important, of all the potteries known to have existed 
in this country before the Revolution, of whose 
products we know anything definite. It is a great 
pity that only one sufficiently authenticated speci- 
men is known to exist. The impression given us is 


[81] 


Early American Pottery and China 


that we have lost a valuable chapter from our 
ceramic history. Gousse Bonnin was apparently too 
far in advance of his time, or rather, his ideals and 
his plans were unrealizable because too far ahead of 
the actual opportunities presented by the existing 
state of the country’s development. Almost from 
the first the firm found itself in financial difficulties. 
Bonnin & Morris appealed to the Legislature in 
1771 for financial support in the shape of a loan. 
In a petition, which appears to have been accom: 
panied by an exhibit of the ware produced, the 
petitioners recited the facts of a great development 
of the industry accompanied by keen international 
rivalry, and continued: 


America, in this general Struggle, hath hitherto been 
unthought of, and it is our peculiar Happiness to have 
been primarily instrumental in bringing her forward; but 
how far she shall proceed, in a great Measure, depends on 
the influence of your generous Support. We have ex- 
pended great Sums in bringing from London Workmen of 
acknowledged Abilities, have established them here, erected 
spacious Buildings, Mills, Kilns, and various Requisites; 
and brought the work, we flatter ourselves, into no con- 
temptible Train of Perfection. A sample of it we respect- 
fully submit to the Inspection of your Honorable House, 
praying it may be viewed with a favourable Eye having 
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Reference to the Disadvantages under which we engaged; 
if happy enough to merit your approbation we would not 
wish to aspire at the Presumption of dictating the Measure 
of your Encouragement, but with all Humility hint at the 
Manner. 


In this stilted obsequious manner, which was the 
manner of the time, the petitioners proceeded to 
hint the sort of relief they desired: “We beg leave 
to point out the Propriety of a Provincial Loan, at 
the Discretion of your Honourable House, inde- 
pendent of Interest, for a certain Term of years.” 
It is interesting to note, and not without significant 
bearing upon the state of the “infant industries” of 
the country at the time, that at the same session of 
the General Assembly Baron Stiegel was a peti- 
tioner, begging for assistance in much the same 
tone and manner. Whether the General Assembly 
was cynically skeptical or merely wedded to a pro- 
gram of economy, does not appear from the records, 
but neither the glass-maker nor the makers of pot- 
tery obtained anything. The Southwark pottery 
failed most disastrously and was closed in 1774. 
The proprietors made soul-stirring public appeals 
for charitable aid for the workmen who were now 
stranded. The lot of these workmen was indeed a 


[83] 


Early American Pottery and China 


pitiable one. Lured by promises that were golden, 
as such promises always are, they had left their 
employment and their homes in England, and were 
now without employment or likelihood of employ- 
ment at their trade in a strange land. Bonnin re- 
turned to England, a sadly disillusioned adventurer. 

There is ample evidence that the period when 
Baron Stiegel was starting his glass-factory and 
Bonnin and Morris their pottery was characterized 
by a considerable development of American in- 
dustry. It was a time of expansion and progress 
generally, and nowhere was this more evident than in 
the ceramic industry. In Boston a pottery of some 
importance was established in 1769. From adver- 
tisements asking for samples of clay and sand, 
published in May, we learn that the enterprise was 
then being launched, and from an advertisement 
for four apprentices, dated October 16, 1769, we 
know that “ the new Factory in New-Boston” was 
then in operation. From the same source we learn 
something of the wares they made: “Tortoise-shell, 
Cream and Green colour Plates, Dishes, Coffee and 
Tea Pots, Cups and Saucers, and all other articles 
in the Potter’s Business.” It is especially interesting 
to note that they were making ““Tortoise-shell” ware 
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it Boston at that early date. Presumably this was 
a mottled ware, an imitation of the tortoise-shell 
ware of Whieldon. It was probably a cream-colored 
earthenware body spattered with a glaze in which 
manganese was the principal coloring ingredient. In 
other words, it probably resembled what afterward 
was called Rockingham in this country. 

Beyond what the advertisements indicate, vir- 
tually nothing at all is known of this early Boston 
pottery. No records of it can be found in any of 
the numerous archives of the city. From the fact 
that the name “New Boston” was formerly applied 
to the West End, we are reasonably certain that the 
pottery was in that section. It is interesting to 
recall that Anthony Haswell, the pioneer printer of 
Bennington, Vermont, was employed in a Boston 
pottery at about this time—perhaps the same pot- 
tery. The proprietors asserted that their wares were 
“equal to any imported from England,” but in the 
absence of any authenticated specimens we are un- 
able to judge how far the claim was justified. We 
do not know what the “Green colour” plates and 
other domestic utensils were like, whether green was 
used as a design contrasting with the lighter back- 
ground of the body of the ware, or whether the 
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entire surface was covered with a glaze colored by 
the use of oxides of copper. We do not know how 
long the pottery was operated nor what measure of 
success it attained. 

Of course, that was not the first pottery in Massa- 
chusetts. For at least a full generation small pot- 
teries had existed in the province. As early as 1641 
John Pride, of Salem, was registered as a potter; 
and soon after that we find William Osborne mak- 
ing pottery at Danvers, in a pottery which was con- 
tinued in operation for several generations. In 
1730 the manufacture of red ware and other simple 
types of earthenware began in Peabody, Massachu- 
setts, the pioneer potters being Jonathan Kettle, 
Joseph Osborne, Joseph Whittemore, and Miles 
Kendall. In 1759 William Southwick made pot- 
tery at Peabody, the characteristic feature of which 
was the rich, almost black glaze which covered the 
red ware body. He made an interesting variety of 
simple domestic utensils. In 1765, at Weston, 
Massachusetts, Abraham Hews established a pot- 
tery and made milk-pans, bean-pots, jugs, pudding- 
dishes, platters, and so forth. 

Among the early Connecticut potters first place 
must be given to John Pierce, who is known to have 
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operated a pottery at Litchfield as early as 1753. 
Among his contemporaries were Jesse Wadhams and 
Hervey Brooks, both of whom operated small pot- 
teries either at Litchfield or in the vicinity. It is 
believed that these men made only the simplest red 
ware, except, possibly, some stoneware. No marked 
specimens of their work are known to exist, and 
although pieces are extant which have been attri- 
buted to them the attribution appears to be specula- 
tive. It is generally believed that John Norton, 
the pioneer potter of Vermont, learned his trade at 
the Litchfield potteries. 

In 1774 and 1775 Jonathan Durell, who seems 
to have had a pottery in the city as early as 1753, 
when he was registered as a potter among the free- 
men, was again operating a pottery in New York 
City. From a contemporary advertisement we 
learn that his pottery was situated “about midway 
between the New City-Hall and the Tea-Water 
Pump, on the left hand side of the road as you go 
out of the city,” close by “Kitechemet’s Mead 
House.” The same advertisement informs us that 
Durell, the proprietor of the pottery, had formerly 
been in Philadelphia, and it is not unlikely that 
he had been there for some years, employed perhaps 
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in the ill fated Southwark pottery of Bonnin & 
Morris, though that is not definitely known. 
Durell informed prospective customers that his 
ware was “far superior to the generality, and equal 
to the best of any imported from Philadelphia, or 
elsewhere.” The list of articles made is impressive: 
“butter, water, pickle and oyster pots, porringers, 
milk pans of several sizes, jugs of several sizes, 
quart and pint mugs, quart, pint and half pint bowls, 
of various colours; small cups of various shapes, 
striped and coloured dishes of divers colours, pud- 
ding pans and wash basins, sauce pans, and a vari- 
ety of other sorts of ware, too tedious to particu- 
larize.”” It would be interesting to discover an 
authentic example of the “‘striped and coloured” 
ware, but no such examples are known to exist, and 
we can only guess what they were like. We may 
hazard the guess that a body of common white 
earthenware was decorated by painting stripes or 
bands in zaffer and manganese, and then glazed. 
This sketch is by no means a complete account 
of the pre-Revolutionary potters. It is sufficient to 
show that before the Revolution potteries were 
fairly numerous, and that in the decade preceding 
the fateful events of 1776 the industry had made 
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substantial progress, particularly in the direction of 
improving the quality of the wares. The colonists 
were by no means as dependent upon British wares 
as we have commonly supposed. Numerous work- 
men from the English potteries, some of them most 
highly skilled, came to America, bringing with them 
the designs, formulas, and methods used in the best 
English establishments. It is true that many of 
the potteries that were established failed and were 
short-lived, but we should be careful to avoid mis- 
interpreting that fact. We should bear in mind 
that what may be termed an excessive mortality 
rate was peculiarly characteristic of the pottery 
industry in the Old World as well as in the New. 
Furthermore a large percentage of failures invari- 
ably occurs in the early stages of every phase of in- 
dustrial development. 
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CHAPTER IV 


POTTERS AND POTTERIES AFTER THE 
REVOLUTION 


Tue Revolution greatly stimulated the manufac- 
ture of pottery in this country, and, at the same 
time, as greatly retarded its progress. Paradoxical 
as that statement undoubtedly is, its correctness as 
a summary can hardly be challenged by any who 
are familiar with the facts. War itself is a paradox, 
and its results and influences are frequently best ex- 
pressed in paradoxical terms. When most abun- 
dantly justified—and history has indelibly stamped 
the War for Independence with full approval and 
justification—war achieves progress through reac- 
tion, freedom through despotism and servitude, and 
security for life and property through the wholesale 
destruction of both. 

The outbreak of hostilities put a speedy end to 
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the importation of goods from Great Britain. This 
had the immediate effect of stimulating native in- 
dustry, for two quite independent but complemen- 
tary reasons of equal cogency. In the first place, 
it destroyed the formidable British competition 
which had caused so many American enterprises to 
fail. How important that was can best be compre- 
hended from the light of the experience of Bonnin 
& Morris, whose ambitious efforts to imitate the 
Bow wares we have already noted. It seems to be 
clearly demonstrated that what brought them to 
disaster and irretrievable ruin was the competition 
of the manufacturers of the mother-country. No 
sooner was the American product fairly launched 
than the English manufacturers sent cargoes of 
wares to Philadelphia to be sold at prices which the 
local factory could not meet. That was by no means 
an isolated case. 

In the second place, the stoppage of the importa- 
tion of British goods had the effect of compelling 
the colonists to make extraordinary efforts to pro- 
duce a supply at home. Either that, or they must 
needs resort to the use of substitutes. The non-im- 
portation of tea could not be offset by producing 
tea at home, and so substitutes had to be resorted 
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to, such as “sassafras tea.’”’ Silk could not be pro- 
duced at home, and so milady wore homespun linsey- 
woolsey or something of the sort. But when the 
supply of English earthenware failed, it was pos- 
sible to replace it with home-made ware. True, it 
might not rival queen’s-ware in quality, in color, or 
fine workmanship and the pleasant appearance de- 
rived therefrom, but it served the practical purpose. 
A cup made of slip-covered red ware might not be 
so pleasing to the eye as one of white earthenware 
glazed over a floral decoration, but it would meet 
utilitarian requirements quite as well. A coarse 
stoneware pitcher would hold cider or beer or water 
quite as well as one of Wedgwood’s finest. There 
was a primary need to be met, and the essential fac- 
tors were at hand to meet it. There was clay in 
almost every county which was capable of being 
potted. There was fuel for firing. There was 
enough labor sufficiently skilled at least to make 
simple wares that would serve. 

If it were possible for us at this late day to com- 
pile anything even remotely approaching a com- 
plete list of the potteries that sprang up throughout 
the colonies during this period, we should find, 
doubtless, that the increase in their number was ex- 
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traordinary and unprecedented. So much for the 
stimulus which had been given to the industry. On 
the other hand, could we gather together a 
thoroughly representative collection of the products 
of the potteries which sprang up during the Revolu- 
tion, we should assuredly find an astonishing de- 
cline in the quality of their wares. The reasons for 
this are not hard to discover or to comprehend. 
Many of the most skilled workmen returned to Eng- 
land on the outbreak of trouble; the larger potteries 
engaged in making the finer wares went under in 
the general disruption of the time; the new es- 
tablishments that sprang up were small, poorly 
equipped, operated by men of limited experience and 
skill in many instances, sometimes even as a side 
issue, incidental to some other occupation, such as 
farming or distilling. 

Whoever has studied the effects of the War of 
Secession in this country upon the Southern States 
will fully understand the social process we are try- 
ing to describe, for it was repeated in the later strug- 
gle in all its essential features. There was the same 
incentive to local effort, leading to an increase in 
the number of small establishments catering to ur- 
gent needs no longer supplied by the old agencies, 
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and the same lowering of standards. Simple utility 
had to suffice. During the Revolution there was 
little opportunity to develop the manufacture of 
queen’s-ware, for example, and people had to be con- 
tent with simpler and cruder wares similar to those 
produced in the early settlements. The exceptions 
to this rule were few and comparatively insignificant. 

As the great struggle neared its end the industry 
of the country began to revive, and the pottery in- 
dustry was among the first to manifest definite signs 
of recovery. With the cessation of the war and the 
gradual return of normal ways of living came an 
era of great progress in all kinds of manufacture. It 
was an era characterized by a tremendous improve- 
ment in the quality of the products made and the 
standards of workmanship. 

It is easy to discern the fact, and almost equally 
easy to explain it. Emerging from the great strug- 
gle triumphant, a nation in name and aspiring to 
the realization of its meaning, the dominant note 
in the psychology of the people was an overwhelm- 
ing national consciousness. The sense of national 
independence was not confined to politics; it over- 
flowed political channels and spread over the whole 
area of life. Independence, and its corollary, self- 
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sufficiency, sought expression in industry and coms 
merce and in culture. 

There are two facts to be noted by the student 
of this phase of the development of American cera- 
mics. The first is that the English manufacturers 
made desperate attempts to recover the important 
American market. The vast amount of transfer 
printed ware bearing the portraits of such leaders 
as Washington, Franklin, Jefferson, Hancock, and 
others, pictorical designs representing American tri- 
umphs in the Revolution, and mottos expressing 
American exultation and British humiliation, bear 
witness to the intensity of the new English competi- 
tion. There has been much cynical comment upon 
the lack of patriotism thus shown by the English 
manufacturers, but with that we are not here and 
now concerned. Yet we may well be reminded that 
the war was not popular in England, that a large 
part of the English people sympathized with the 
American cause. This was especially true of the 
manufacturing and wage-earning classes. However 
we may regard the motives of the English purveyors 
of wares embellished with American patriotic senti: 
ments and designs, the important fact is that it was 
a strong form of competition, which challenged 
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American producers to exert themselves to the ut- 
most. 

The other fact is that the return of peace brought 
important accessions to the productive force of the 
country. The pottery industry in particular was 
greatly strengthened. Among those who had served 
under the British flag during the long struggle, both 
in the British regiments and those of the German 
auxiliaries, there were many skilled artisans, who 
elected to remain in this country rather than return 
to their own. Some of these men had been in 
America several years, either in active service or as 
prisoners, and had discovered for themselves oppor- 
tunities which were alluring. This proved to be an 
important source from which the industrial enter- 
prises of the country could draw the skilled labor 
they so greatly needed. Another source was the im- 
migration which followed the making of peace, 
bringing from the Old World many of its best 
artisans. 

The collector of early American pottery and china 
who regards his hobby seriously, and gives to it that 
enlightened intelligence without which its fullest en- 
joyment cannot be attained, will find his interest and 
pleasure in his hobby greatly enhanced by a study 
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of the effects and influences of the Revolution along 
the lines indicated by this sketch. So studied, the 
individual specimens in his collection will acquire 
significance hitherto unsuspected. One of the most 
delightful things connected with the collection of 
any product of early American craftsmanship is the 
way in which it leads the collector into the by-paths 
of historical reading and research. Even a modest 
collection, properly understood, is a sort of his- 
torical outline. When the collector turns to the 
middle of the nineteenth century, for example, and 
notes the quite admirable wares made by potteries 
that failed, at the very time that English wares in 
no wise superior commanded a good market, a close 
study of his hobby will open an interesting chapter. 
He will find in the case of pottery after pottery that 
the greater part of the ware produced was unmarked. 
One specimen will be found marked, while others 
exactly like it, their origin amply attested and au- 
thenticated, are not marked. There is no obvious 
reason for this, and at first the collector is likely 
to be mystified by it. Study of his hobby, however, 
will soon bring him to face one of the most remark- 
able features of our national development. 

The superb national consciousness which emerged 
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from the Revolution was not long-lived. Scarcely 
a generation had passed when Americans seemed to 
be ashamed of American products. At least, they 
preferred those of Europe. In nearly all branches 
of manufacture, American products, even though 
they might be equal in every respect to those from 
abroad, were rejected and the foreign products taken 
by the most patriotic Americans. Often it was in 
self-protection that our American potters left their 
wares unmarked, since an American mark would 
have been a barrier to acceptance—a sort of stigma 
and an open invitation to rejection. When the 
United States Pottery at Bennington was at its 
zenith, it was not at all unusual for orders to be 
accompanied by the stipulation that the goods be 
unmarked. They could then be sold as English 
wares to people who prized them accordingly and 
openly despised American goods. 

The supply of simple earthenware and stoneware 
utensils for domestic use was so important that even 
during the most trying and difficult days of the war, 
and in dangerous situations, small potteries persisted 
in some places. In New York the Remmey pottery 
operated during the Revolution. At Norwalk, Con- 
necticut, a small stoneware pottery is known to have 
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been started in 1780 and operated for some time. 
All over the country so far as it was then settled 
there were examples of this sort of enterprise. But 
it was not until some time after the termination of 
the war and the signing of the treaty of peace that 
anything like a revival of the pottery industry in 
America began. 

It would be futile to attempt to present in these 
pages anything like a complete list of the numerous 
potteries that now sprang up in various parts of the 
country. In a great many instances there are no 
reliable records, and all that we have to rely upon 
is local tradition, notoriously undependable for dates 
and precise details. While a tradition current in 
a given locality concerning the existence of an early 
pottery may possess some value in that it keeps alive 
in the minds of some few persons the memory of a 
fact which might otherwise be lost in oblivion, it 
cannot be accepted for more than that. Time and 
again the writer of these pages has investigated such 
traditions regarding local incidents only to find that 
whatever substance of truth was back of them had 
been obscured by the most inexplicable and fan- 
tastic errors. All that can be profitably attempted 
in a handbook of this character is to cite such con- 
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crete examples, concerning which there is evidence 
fully authenticated, as will give the reader a fairly 
comprehensive picture of the revival of the industry 
after the Revolution. 

Either in 1789 or 1790, the exact date not being 
known, Andrew Miller established an earthenware 
pottery in Philadelphia. This pottery, which was 
located on Sugar Alley, is of great interest because 
it was the beginning of one of the most significant 
and important chapters in the history of American 
ceramics, as we shall see later on. So far as can be 
learned, Andrew Miller marked none of his ware. 
Pieces have been vaguely attributed to him, but in 
no single case, so far as the writer has been able to 
discover, has there been any credible evidence to 
support such attribution. He made red ware, slip- 
covered, without decoration of any kind so far as 
is known, though it is possible that toward the end 
he resorted to simple decoration. 

Andrew Miller seems to have carried on his little 
pottery until 1810 and then to have retired, leaving 
the business to be carried on by his two sons, 
Abraham and Andrew. They moved the business 
to a new location, at the corner of Seventh and Zane 
Streets, and carried it on until 1816 or 1817. Then 
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Andrew retired from the concern and Abraham 
Miller became sole proprietor. He was a potter of 
remarkable ability and made a vital contribution 
to the development of the industry in this country. 
Because his work extended over a long period, to 
the middle of the nineteenth century, any detailed 
account of it would take us too far in point of time 
from our immediate purpose of sketching the revival 
of the industry after the Revolution. So, promising 
to give due attention to Abraham Miller later on, 
we return to the last decade of the eighteenth 
century. 

At the same time when the first Andrew Miller 
was making his bean-pots, porringers, tea-pots, jugs 
and jars of slip-covered red ware in his pottery on 
Sugar Alley—delightful name !—there was another 
potter in Philadelphia making ware of much the 
same sort. His name was John Curtis, and little 
is known about him except that he appears to have 
started his pottery at about the same time as 
Miller—1789-go—and that long after his time there 
was a tradition that he made pottery of good quality. 
From the fact that he was still carrying on the busi- 
ness as late as 1811, according to the city directory 
for that year, we may fairly conclude that the tra- 
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dition referred to was based on solid fact. It is 
said that Curtis got the clay that he used from a 
clay-pit which was located about where, in the 
eighteen-nineties, the brewery stood at Tenth and 
Filbert Streets. There was a “china factory” in 
Philadelphia in 1800; that is to say, a factory which 
was producing fine white or cream-colored earthen- 
ware, glazed and resembling the English queen’s- 
ware. We know that a murder which occurred there 
in August, 1800, was the occasion for a serious riot. 
Who operated it is not known; it may have been 
the Curtis pottery. 

It is generally believed that Curtis was making a 
cream-colored earthenware similar to the English 
queen’s-ware as early as 1791. This is tradition 
merely, and is to be accepted as such. There appear 
to be no marked specimens of his work, nor any 
which are otherwise authenticated beyond all dis- 
pute, upon which a more definite statement can be 
based. At the same time, it is not improbable that 
Curtis was making ware of the character described 
in 1791. For that matter, it is not improbable that 
his contemporary, Andrew Miller, was doing the 
same thing. In January, 1792, the Pennsylvania So- 
ciety for the Encouragement of Manufactures and 
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the Useful Arts, in a list of prizes offered in con- 
nection with their exhibition of that year, announced 
two premiums of great significance as showing the 
kinds of ware in which there was the greatest interest 
at the time. The first is “a plate of the value of 
fifty dollars, or an equivalent in money,” to the per- 
son exhibiting the “‘best specimens of Earthenware 
or Pottery, approaching nearest to queen’s-ware, or 
the Nottingham or Delft ware, of the marketable 
value of fifty dollars.’ The second prize, also “a 
plate of fifty dollars’ value, or that sum in specie,” 
is offered to the person exhibiting the “‘best specimen 
of stoneware, or that kind of earthenware which is 
glazed with salt, of the value of fifty dollars.” One 
of the conditions laid down was that the ware must 
be made either in New Jersey or Pennsylvania. It 
seems to be a fair inference from this interesting an- 
nouncement that those who were trying to encourage 
the development of the pottery industry in Pennsyl- 
vania and New Jersey were interested in fostering 
a branch of manufacture already existing. It is 
hardly likely that the prizes would have been offered 
unless some potters were actually known to be mak- 
ing such wares. 

In 1789 one Samuel Dennis, a potter, petitioned 
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the Legislature of Connecticut asking for State aid 
to establish a pottery in Connecticut, promising to 
make stoneware of good quality and ware resembl 
ing and equal to the Staffordshire queen’s-ware. He 
was unsuccessful, and there seems to be no record 
of his having actually established a pottery. About 
1790 Nathaniel Seymour established a pottery in 
Hartford. He employed four men at the wheel. 
His kiln was about ten feet in diameter and was 
fired about fifty times a year, it is said. Seymour 
was thoroughly convinced that from the Connecticut 
clays alone pottery could be made as good as any 
in the world. He used no clays from outside of 
the State. He used a glaze made of lead oxides 
mixed with local sand. Much of the stoneware that 
was made at this pottery was decorated with rather 
crude designs done in cobalt. Manganese, oxides 
of copper, verdigris, and other coloring agents were 
used. Nathaniel Seymour retired in 1825 or there- 
abouts, and the pottery was carried on by his grand- 
son, Major Seymour, until 1842. 

At the same time that Nathaniel Seymour started 
his pottery in Hartford, another pottery was estab- 
lished in the same town by John Souter, an English- 
man. He carried on the business until 1805, when 
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he sold out to Peter Cross and moved away. In 
1792 Charles Lathrop was making salt-glazed stone- 
ware and red ware at Norwich, Connecticut. A 
number of pieces marked “Norwich” and bearing 
various dates from 1794 to 1812 are attributed to 
him. In 1796 another pottery was started at Nor- 
wich by C. Pott & Son. 

Several ring-shaped bottles made to be slipped 
over the arm have been attributed to this firm. These 
bottles, commonly called haymakers’ bottles, are 
often said to have been intended primarily for use 
in the fields by haymakers, who carried them on the 
arm. Any one who has ever used a scythe, or 
watched a skilled mower use one, will be likely to 
smile at the suggestion. Anything more unlikely 
to be adopted it would be hard to imagine. It is 
far more likely that such bottles of this type as were 
made at Norwich were intended for the purpose for 
which such bottles have been made in many lands; 
namely, to be carried over the arm when riding or 
driving. The man who set out for a long ride on 
horseback, perhaps in cold and wet weather, found 
it a convenient way to carry a moderate supply of 
stimulant. He could refresh himself from such a 
bottle without dismounting. To a man wielding 
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scythe or sickle the bottle would be an encumbrance. 

Because a few of these bottles have been found 
in and around Norwich, or with histories which 
pointed to Norwich as the place of their origin, the 
wholly unwarranted inference has been drawn by 
a number of writers that such bottles were made in 
large numbers at Norwich—an important “line,” so 
to say. That is sheer nonsense, of course. The 
number of such bottles for which there would be a 
demand would necessarily be limited. As a matter 
of fact, bottles of this type have been made in pot- 
teries all over the world as occasional pieces, and it 
is doubtful whether they were made anywhere as a 
regular product for commerce. The writer has seen 
bottles of this type that were made in the Old 
World, and he has seen others made in Connecticut, 
Vermont, West Virginia, Maryland, Ohio, and 
South Carolina. 

In 1793 the first pottery known to have existed 
in Vermont was started by Captain John Norton at 
the foot of Mount Anthony. Captain Norton, a 
Revolutionary soldier from Connecticut, had learned 
the pottery trade at Litchfield, Connecticut, which 
was the next town to Goshen, his home. In 1785 
he settled in Bennington, the principal town in 
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Vermont, which State had not yet been admitted to 
the Union and was virtually an independent repub- 
lic. Captain Norton conducted a distillery as well 
as a large farm, yet in 1793 he established a pottery 
on his farm in order to meet one of the most urgent 
demands of the community, a supply of such simple 
utensils as milk-pans, cider-jugs, butter-jars, platters 
and plates, and the like. He made red ware ex- 
clusively at first, some of it lead glazed and some of 


’ 


it covered with “Albany slip,” in which some lead 
was mixed. Before long he added coarse stoneware 
salt glazed. 

Captain Norton retired from the pottery business 
in 1823 and was succeeded by his sons. In the thirty 
years during which he carried on the pottery Captain 
Norton gained a splendid reputation as a potter, 
but he never attempted to make any other kinds of 
ware than those described. No pottery mark was 
used during his lifetime, but there are a number of 
pieces known to have been made at the pottery dur- 
ing the first few years of its existence. The little 
jug with the slip decoration shown in Plate No. 5 
is of special interest as the oldest known piece of 
Vermont pottery. It was made between 1796 and 
1798, at the Norton pottery, for a little girl named 
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Armstrong, the actual potter being one Abel Wads- 
worth, who had fought under Stark at the Battle of 
Bennington. It is a delightful bit of pottery. It 
is of red ware, fired very hard, and covered with 
nearly black Albany slip containing some lead. The 
crude floral design is brushed upon the almost black 
slip covering in a lighter yellowish slip in which 
ocher may have been used for the coloring. The jar 
is red ware lead glazed, beautifully rich in its color- 
ing. A milk-pan in the writer’s collection is of red 
ware with a covering of yellowish slip inside. The 
Norton pottery was carried on by the descendants 
of the founder until 1894, a period of 101 years. 
At Huntington, Long Island, a small pottery 
was established in 1751. Barber in his account of 
this pottery says that it was founded by “a man 
named Scudder for the manufacture of earthenware 
and salt glazed stoneware”; that Scudder operated 
it until 1775, “when the works passed into the 
hands of one Williams”; and that in 1812 ‘‘States 
& Scudder became the proprietors, the latter being 
the grandson of the founder.” The present writer 
has been quite unable to reconcile this account with 
any known records and is compelled to believe that 
Barber was misled by inaccurate information. The 
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account here given is based on the investigations 
made by Mrs. Irving S. Sammis, who has devoted 
much painstaking study to the subject, supple- 
mented by information received from other local 
sources of a dependable character. 

It seems that the founder of the pottery was 
Adam States, who started in 1751 with a single 
kiln. He made lead-glazed red ware at first; but 
after a few years, about 1758-60, he added salt- 
glazed stoneware, building an additional kiln for 
the purpose. He carried on the pottery until the 
outbreak of the Revolution. The pottery seems to 
have lain idle for a considerable time and then to 
have passed into the hands of one Jonathan Titus, 
who in turn sold it in 1805 to four men—Timothy 
Williams, Scudder Sammis, Samuel Fleet, and Sam- 
uel Wetmore. Later in the same year Timothy 
Williams sold his quarter interest to Moses Scudder 
for $65.25. For some time these men operated as 
Samuel J. Wetmore & Company. Moses Scudder, 
buying out his partners after a while, became sole 
proprietor and conducted the pottery until 1825, 
when he sold out to Benjamin Keeler. In 1827 
Keeler sold out to Henry Lewis and Nathan Gar- 
diner. The earliest pottery marks used belong to 
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this period, the mark being “Lewis and Gardiner.” 

In the Huntington Historical Society’s collection 
there is a beautiful jar of a most unusual type. It 
is of red ware, lead glazed. It was apparently in- 
tended for use in growing bulbs. Mrs. Sammis calls 
it a crocus-jar, the idea being that the bulbs were 
to be so planted that they would bloom through the 
holes placed around the jar. Certainly against the 
rich red background the brilliant colors of the cro- 
cus would show to great advantage. And yet the 
jar somehow does not seem to have been intended 
for crocuses, and one is inclined to suggest rather 
some lovely trailing plant like the old-fashioned 
musk. Until a few years ago, certainly within the 
memory of the writer of these pages, English and 
Dutch potteries made jars akin to this one in shape, 
though not in color or type of ware, and they were 
largely used for growing the golden flowered pun- 
gent musk. (Plate No. 6.) 

Fortunately we know approximately when this 
fine old jar was made. At least, we know that it was 
made before 1813. Inscribed in yellow slip that 
makes a striking contrast against the red glaze is 
the name of its original owner, Iantha Sammis. 
Now, Iantha was married, on August 26, 1813, to 
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Abner Chichester, and so we know that the jar was 
made for her before that time. It seems reasonably 
certain that it was made during the time when Moses 
Scudder owned the pottery, perhaps by Moses him- 
self. Possibly it was Abner Chichester’s gift to his 
beloved Iantha, and for that reason she preserved it 
with unusual care. Whether Abner was a potter is 
not known, nor does it matter much. Even if he 
was not, it may well have been his hand that incised 
her name. It is a great mistake to take for granted, 
as so many writers do, that the name or inscription 
incised on an old piece of pottery must have been 
incised by the same hand that shaped the piece 
itself. 

Old diaries over which the present writer has 
pored, beguiling many hours away, throw an inter- 
esting light upon this subject. They show that it 
was the custom for men with an idle hour to spend 
to visit the local pottery to watch what is, after all, 
one of the most fascinating of all occupations. Dur- 
ing such visits it was a common thing for a man 
seeing a jug or other utensil, which pleased his fancy 
or seemed well adapted to some need of the moment, 
to order it and to mark it as his fancy dictated while 
the clay was still wet. And on cold or wet evenings 
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the pottery was a gathering-place for young men 
especially when the kilns were burning ware. At 
such times many a “green” piece was selected and 
marked. It might be a mug to be marked with the 
initials of the youth newly conscious of the need of 
shaving, a cider-jug to be marked with the family 
name, or a pitcher to be inscribed with the name of 
mother, wife, or sweetheart, perhaps with a senti- 
mental inscription in addition. Finally, many pot- 
teries advertised the fact that they would permit 
patrons to mark their wares. 

It is to be regretted that we know so little about 
the pottery that was established at Morgantown, 
West Virginia, immediately after the Revolution. 
It appears to have been started in 1784 by a potte1 
named Foulke, concerning whom there is a most 
extraordinary dearth of precise information. In the 
course of inquiries made several years ago with a 
view to obtaining some definite information about 
him, the writer of these pages elicited the most 
amazing medley of misinformation. He was a Ger- 
man according to one account, English according to 
another, and French according to a third. We know 
that he carried on the pottery at Morgantown until 
the beginning of 1800, and that he was a potter of 
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very considerable ability. Foulke was succeeded in 
the ownership of the pottery by James W. Thomp- 
son, who had learned his trade under Foulke. The 
slip-decorated ware that was made here ranks with 
the best productions of the Pennsylvania German 
potters, but differs from the latter so greatly as to 
lend plausibility to the story that he was a French- 
man and that his name was originally spelled 
Foulque. In addition to the slip-decorated ware, 
Foulke and Thompson, his successor, made lead- 
glazed red ware, and plain gray stoneware, salt 
glazed. There are several examples of Foulke’s 
pottery in the Smithsonian Institution, Washington. 

To what extent the Revolution interrupted the 
operations of the potteries in New York City the 
writer of this volume has not been able to deter- 
mine. From May, 1776, when the last session of 
the Common Council under colonial rule was held, 
to February, 1784, when the civil authority resumed 
functioning under Mayor James Duane, it is diffi- 
cult to get precise information on such points. We 
know that John Crolius was dispossessed, but it is 
quite possible that the pottery was operated. The 
pottery of John Remmey II was operated, the writer 
believes, almost, if not quite, all the time. There is 
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abundant evidence that when peace was at last re- 
stored these potters partook of the ensuing prosperity 
and added to their substance. 

It is evident from this brief sketch that during the 
War for Independence the manufacture of pottery 
in America sank to a very low state. That was 
inevitable. It is no less certain that in the closing 
years of the eighteenth century, from the signing 
of the peace treaty to the very end of the century, 
all the energies of the young nation were exerted 
to repair the ravages of the years of destruction, 
replenish stocks, and establish independence not 
alone in the political sphere, as a national state, but 
economically and culturally also. The ardent 
national consciousness expressed itself in a passion- 
ate desire and determination to equal the technical 
achievements of the Old World, particularly of 
England. But recovery from the war was then, as 
in our more recent experience, much slower than 
men’s hopes and dreams. It was not until the dawn- 
ing of the new century that the pottery industry in 
America made any notable advances. The prog- 
ress attained in various parts of the country in en- 
grafting upon American industry the folk-culture 
and folk-craft of European peoples, such as the 
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slip-decorated pottery made in various parts of the 
country, and the sgraffito ware that was produced 
mainly in Pennsylvania, may seem to controvert 
this generalization, but in reality it does not. After 
all, interesting as it is to the collector, it was a step 
backward from the point of view of a nation which 
had begun to make queen’s-ware, and which in 1771 
had attained to such excellence that it was reported 
in England of the wares produced in Philadelphia 
that “better china cups and saucers are made than at 
Bow and Stratford.” 

Before proceeding to survey the return to the 
ideals and aspirations which the great struggle had 
so ruthlessly interrupted, we may with profit and 
pleasure follow the development of that most de- 
lightful of all our folk pottery to which reference 
has already been made. 
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CHAPTER V 
SLIP-DECORATED POTTERY 


Or all the types of early American pottery, none 
merits the serious attention of the collector to a 
greater degree than the slip-decorated wares which 
form the subject of this chapter. The present writer 
has long felt a desire to make this a special hobby. 
No other type of American folk-pottery is quite so 
fascinating; none offers to the collector so rich a 
reward in quaintness of design, historical and gene- 
alogical allusion, and other manifestations of primi- 
tive art and craftsmanship. 

In some respects, slip-decorated pottery holds a 
place in ceramics that is analogous to that held by 
the old-fashioned sampler in needlework. The sam- 
pler generally represents the work of juvenile 
fingers, to be sure, which is not generally true of 
slip-decorated pottery, though it should be remarked 
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in passing that the aspiration of eager apprentices 
to the craft accounts for many a crudely executed 
design, and many a quaint inscription, in this type 
of pottery. Slip-decorated earthenware resembles 
the old needlework samplers in another respect, how- 
ever. There are certain superficial objective char- 
acteristics common to both. The difference between 
a sampler and a slip-decorated pie-plate or platter 
is very often one of materials used rather than of 
feeling or manner of expression. One finds the same 
quaint and primitive designs, childishly drawn 
human and animal figures, wondrously impossible 
houses and landscapes. One finds, too, the same 
mottos expressive of naive piety, patriotism, court- 
ship, and other emotions; the same fondness for re- 
cording simple autobiographical facts. 

Fortunately from the point of view of the 
collector of modest means—and one is inclined to 
say that he is the only collector entitled to respect— 
this type of pottery, while scarce enough to give 
zest and interest to the quest for it, is not so rare as 
to be beyond the reach of any but the rich in purse. 
Good specimens are still to be found by the patient 
seeker, and to be bought at prices which are not 
excessive. This is a combination that approaches 
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the ideal, and the amateur collector with a modest 
purse has a chance to acquire a collection in which 
he can take pride. 

The credit of bringing the merits of this most 
interesting type of American folk-pottery to the 
attention of collectors belongs to the late Edwin 
Atlee Barber, one of the most industrious and 
learned students of American ceramic history. It 
may be doubted whether any of his other services 
to the fraternity of collectors equaled this. It is 
matter for regret that the practice prevails of 
designating all slip-decorated pottery as’ Pennsyl- 
vania ware or Pennsylvania Dutch Ware, as though 
its production were peculiar to that State. Although 
he did not himself make that mistake, Barber unin- 
tentionally contributed to its diffusion by the em- 
phasis he placed upon the work of the German 
settlers in Pennsylvania and of their descendants, 
popularly called the Pennsylvania Dutch. 

A great deal of the slip-decorated pottery that is 
offered by dealers—and quite honestly—as Penn- 
sylvania pottery was actually made in Connecticut. 
Let the reader turn for a moment to Plate No. g. 
Here we have grouped together five well authenti- 
cated specimens of slip-decorated pottery from 
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Connecticut potteries, selected by the present writer 
from the Pitkin Collection in the Wadsworth 
Atheneum for the express purpose of illustrating 
this important point. (The lion is not a slip- 
decorated piece, and is there simply because it was 
made at a Connecticut pottery.) The five pieces are 
good examples of Connecticut pottery of this type. 
It is doubtful whether there are five dealers in the 
whole of the United States who would hesitate to 
pronounce any one of them to be “unmistakably 
Pennsylvania ware, sir!” Many a collector, finding 
in Connecticut a good specimen of this ware, taking 
for granted that it was made in Pennsylvania, and 
never suspecting that it was made in the locality in 
which it was found, has missed the chance of adding 
to the interest of his find the facts of its history and 
the significance of the design or inscription. 

A great deal of this slip-decorated pottery was 
also made in the New Jersey potteries. Even as late 
as the eighteen-sixties it was produced in that State 
in large quantities. At the old Red Ware Pottery 
of John Pruden at Elizabeth, some of the quaintest 
and most interesting slip-decorated ware that is now 
attributed to Pennsylvania was made from 1816 
to 1876 or later. In 1879 or thereabouts, when L. 
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B. Beerbower & Company took over the old Pruden 
works at Elizabeth, they found in the storehouse 
whole stacks of slip-decorated pie-plates, platters, 
bowls, and other utensils. These had been made by 
Samuel Dunham and were not at all distinguishable 
from similar articles made in Pennsylvania pot- 
teries. The writer has a small dish taken from the 
Pruden pottery from a pile of the same size and 
design, which he has been repeatedly assured was 
Pennsylvania Dutch ware. William G. Leake, who 
was the junior partner in the Beerbower firm, re- 
members in particular the stacks of platers and pie- 
plates inscribed “Shoo fly.” 

In some of the small New York potteries, slip- 
decorated utensils were made sixty or seventy years 
ago. The writer has seen a number of pie-plates 
and jars, with decorations in slip, which he is confi- 
dent no human being could distinguish from pieces 
of the same sort made in Pennsylvania. They were 
indubitably made in Long Island potteries. It is 
certain that individual potters employed in the 
United States Pottery at Bennington, in the middle 
of the last century, made slip-decorated pieces for 
their own pleasure. The same general observations 
apply to Maryland and West Virginia; in both 
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States slip-decorated ware was produced in various 
small potteries. The collector who comes across 
a pie-plate of red clay, bearing a legend or design 
traced in slip and covered with a transparent yellow- 
ish lead glaze, should not jump to the conclusion 
that it was made in Pennsylvania. Even the dealer’s 
attribution to the Pennsylvania Dutch should be 
regarded as tentative, not conclusive. The platter 
inscribed “Our daily bread,” the bowl which pro- 
claims itself to be “Mary’s dish,” or the cookie-jar 
which has the initials of its original owner traced in 
slip, may never have been inside the boundaries of 
the great commonwealth that in its name perpetu- 
ates the fame of William Penn. 

Indeed it is not impossible that the pie-plate, 
platter, or jar was brought across the Atlantic from 
the Old World. English and German potteries 
turned out such articles, in large quantities, not at 
all distinguishable from others of the same kind 
made in many parts of this country. It is quite 
clear, therefore, that to classify all ware of this 
kind in such a manner as to imply that its produc- 
tion was peculiar to Pennsylvania is misleading and 
not conducive to intelligent collecting. When we 
classify it as slip-decorated pottery, we are on firm 
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and sure ground. Moreover, by such a classification 
we at once enlarge the interest of collecting. We no 
longer take a Pennsylvania origin for granted, but 
with every new specimen confront the problem of 
origin, of identification and attribution. Precisely 
the same fascination which there is in discovering 
the facts of the history of little Eliza, who worked 
the cross-stitch sampler, is attached to the discovery 
of biographical facts concerning the original owner 
of “Mary’s dish.” 

Slip-decorated pottery is as easy to understand 
as it is to identify. Nothing in the whole range of 
ceramic products is simpler. The essential features 
of its manufacture can be described so easily that 
any novice can comprehend them and apply the 
knowledge to the work of identification and classifi- 
cation. “Slip” is the name given by potters to clay 
that is reduced by water to the consistency of cream. 
In making certain so-called cast or molded wares, 
notably porcelains made in molds of plaster of 
Paris, the entire body of the ware is of slip. With 
that we are not here concerned, however. 

In the manufacture of common pottery slip is 
used for two purposes. For one thing, a local clay 
used for the body of the ware often presents a 
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coarse or unattractive appearance. This may be 
overcome by giving it a coating of slip made from 
a finer clay of better appearance. The body clay 
used may be inferior not in appearance only, but 
from the standpoint of utility as well, and the 
application of the outer coating of a superior clay 
may be dictated by that consideration rather than 
that of appearance. This may be called the primary 
use of slip. A secondary use is for decorative effect. 
The use of clays of contrasting colors in order to 
obtain ornamental effects has been practised by 
potters in all lands and ages. The earliest method 
appears to have been the application of light clay 
ornaments to darker clay surfaces, or vice versa. 
If the potter desired to ornament the vessel he was 
making of red clay, let us say, by giving it a border 
of yellow clay, before the use of slip was discov- 
ered, this was his method: The design was actually 
formed in the yellow clay, either molded or shaped 
by the fingers. This was firmly pressed into the red 
clay body, which was less stiff than the yellow orna- 
ment and yielded to it. When the piece thus orna- 
mented was dry, but before being fired, the surface 
was smoothed off by scraping or rubbing. 

This process of ornamenting by the inlay of con: 
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trasting colors, analogous to the use of inlaid woods 
in cabinet-making, antedated the use of slip for 
decoration. Such inlaid ornament has been mis- 
taken for slip decoration, and the resemblance is 
close enough to deceive almost any one on a super- 
ficial examination only. The point is worth noting 
in our discussion, but it is not likely to be of prac- 
tical importance to the ordinary American collector. 
He is not likely to be much troubled by the early 
inlaid type. 

Any one who has ever seen a pastry-cook trace an 
inscription or design on the icing of a cake, or who 
has gone into the kitchen and examined one of the 
handy little tools which the modern housewife uses 
for that same purpose, can visualize the whole 
process of slip decoration. The piece that is to be 
decorated has been fashioned from clay which, 
whatever its color before firing, will be red after 
that is done. No matter whether it was “thrown,” 
that is made on the potter’s wheel, or molded, or 
shaped by the hands without a mold; in any case, 
the clay had to be very wet and soft to permit its 
being worked into the desired shape. It cannot be 
placed in the kiln to be fired while in that condition, 
for the reason that it would crack to pieces. Before 
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it can be fired at all it is necessary that a great part 
of the water in the clay be got rid of. This is done 
by evaporation, air-drying. 

After some days it is dry enough to be handled 
without much danger of injury. In this state, which 
potters call the “green state,” we may liken our 
piece of pottery to the cake ready for ornamenta- 
tion. In pail or tub or vat the potter has his slip 
mixture—some lighter colored clay, generally either 
white or light yellow, mixed with water to the con- 
sistency of the cream on the top of the milk. He 
places some of the slip in a small earthenware con- 
tainer, called the slip-cup, which is fitted with one, 
two, or three small hollow pipes or tubes through 
which the slip can pass. An ordinary oiling-can, 
such as is used to oil the lawn-mower, illustrates the 
principle fairly well. Early potters used quills 
from feathers picked up around the barn-yard for 
this purpose. With the slip slowly passing through 
the quill, or through whatever sort of tube is used, 
the decorator literally writes or draws his inscrip- 
tion or design upon the “green” pottery he is to 
decorate. 

The pottery, having been air-dried, absorbs the 
water in the slip-mixture so fast that the mixture 
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does not run. The lines of the inscription or design 
stay much as the decorator draws them. The clay 
in the slip begins at once to set; in other words, 
absorbtion by the drier absorbent body of the ware, 
and also evaporation, cause the superimposed clay 
of the slip to dry quickly. The success of the design 
depends of course upon the artistic skill and manual 
dexterity of the decorator. 

At this stage an interesting development takes 
place, including a division into two quite distinct 
categories. If the ware that has been decorated is 
primarily intended for a utilitarian purpose, with 
the ornamentation only incidental, it is given one 
treatment. If it is primarily intended for orna- 
ment, it is given quite another treatment. When 
the inscription or design has dried on, it is, of course, 
slightly raised above the surface of the body of the 
ware. The slip leaves a layer of perceptible thick- 
ness on the surface of the piece to which it is 
applied. Now, if the piece is intended to be used—a 
pie-plate or platter, for instance—the slip design 
or inscription is gently but firmly pressed and beaten 
down into the body until it is level with it. There 
may be need to rub it down, which is accomplished 
by rubbing with the hand or a simple tool. If the 
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piece is intended for ornament only—as most of 
the elaborately decorated pieces were—the slip de- 
sign is not smoothed to the level of the surface but 
left as it is, perceptibly raised above the surface 
level. 

When the decorated ware is judged by the potter 
to be just right for glazing, the coat of glaze is 
applied. To do this successfully, the ware must be 
slightly warm; it cannot be done if the ware is cold. 
In summer-time it may be set out in the sun, on long 
benches, and will absorb sufficient heat in that man- 
ner. In winter-time the ware may be piled on top 
of a stove, or on the outside of a kiln, in order to 
make it warm enough for glazing. Each of these 
steps, simple as they all seem and in fact are, re- 
quires good judgment, the special sense that only 
experience can give. If the green ware is too dry 
or not dry enough, if it is too warm or not warm 
enough, when the glaze is applied, there will be 
trouble. Either the glaze will peel off or the ware 
will crack. 

When all is ready for glazing, the glost-man 
performs his part. In a pail or tub he has his glaze 
all mixed, ready for use. Possibly he prepared it in 
secret, making a good deal of a mystery of it. .Pos- 
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sibly, too, he has his formula written in some sort 
of cipher, probably based on the cipher used in the 
ritual of some fraternal organization. There has 
been a lot of nonsense talked about the lost art of 
this, that, or the other glaze, as we shall have 
occasion to note further along in this book. For the 
present it will suffice to say that there is no mystery 
about it, that the essential formulas are well known. 
Either galena or red lead, finely powdered, forms 
the principal element. Mixed with water, in proper 
proportions, this alone would suffice to form a 
glaze. As a rule, however, some clay, ground to 
great fineness, is added to give thickness to the glaze 
at a low cost. 

For the sake of clarity in our present discussion, 
we shall continue to describe the process in the 
present tense, precisely as though we were describ- 
ing an operation we were witnessing. This neces- 
sitates leaving the manner of glazing other wares 
for later discussion, and confining ourselves strictly 
to the method used in glazing the particular type 
of ware we have under consideration. In this man- 
ner we shall obtain a more definite understanding, 
and our collection will be made more intelligible 


to us. 


[133] 


Early American Pottery and China 


Our glost-man has his wares ranged before him 
on long boards or benches, set upon trestles. We 
know enough about the “mysterious” mixture in 
his pail to follow his operations with intelligence. 
On one set of boards he has ranged pie-plates, plat- 
ters, shallow dishes, and the like. On another he 
has cookie-jars, tea-caddies, small jugs, and so on. 
He begins with the first lot. Piece by piece he takes 
up, and, working as rapidly as he can, with a good- 
sized paint-brush he applies a coating to each, pre- 
cisely as if he were applying paint. He applies the 
glaze only to the upper side, the side that is exposed 
and used. The under part he does not touch. He 
is careful to get well up to the edge, and we note 
that some glaze trickles over the edge to the under 
part, but this he does not mind. 

As fast as he fills a board with glazed pieces, it 
is carried back to a drying-rack. Now we observe 
that he singles out some pieces for special attention. 
They are elaborately decorated ornamental pieces; 
we know by the elaborate character of the decora- 
tion that they are intended primarily for display, 
not for use. With a small piece of rag, or perhaps 
it is a piece of sponge, he applies little touches of 
green, apparently at random without any design, 
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before applying the glaze. It is verdigris that he is 
using in this way. When the glaze comes to be 
fired, the verdigris will be carried in the fusion of 
the glaze and produce an effect which our glost-man 
highly approves. When he turns to the cookie-jars 
and the tea-caddies, we observe that he throws aside 
the brush and immerses the pieces in the pail, cover- 
ing them completely and drawing them out quickly. 

Now that we have seen the whole process of mix- 
ing the slip, applying it so as to form designs, mix- 
ing the glaze and applying it, we know as much as 
we are ever likely to know, or need to know, about 
the actual making of slip-decorated pottery. To 
complete the picture, we may as well let our imagin- 
ations play a bit, to anticipate the final stages 
through which the ware must pass before it is ready 
for the market. After being left in the rack for a 
while, the ware is again dry. The water is evap- 
orated, and the particles of lead and clay have 
dried upon the surface. The ware is now placed in 
a store-room, where it is kept until there is a supply 
large enough to set the kiln; in other words, to fill 
the kiln and make firing economically profitable. 
The heat in the kiln, where the ware remains for a 
week or even more, not only bakes the clay hard, 
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the primary purpose of firing, but it fuses the 
particles of the glaze mixture adhering to the ware, 
so that this becomes really a coating of thin glass, 
generally of yellowish tinge. When the fires are 
allowed to go out and the kiln is opened up, it will 
take perhaps forty-eight hours to cool the ware suffi- 
ciently to permit its being handled and removed to 
the stock-room. 

The reader is asked to bear in mind that the fore- 
going detailed description is of a primitive form of 
industry, necessarily general, a composite picture, 
from which in practice there were incidental and 
varied departures. In its essential features, how- 
ever, it is an accurate description of the methods 
which were used in Europe as early as the middle 
of the seventeenth century, and which still survive 
in small potteries in some places. Dated examples 
of slip-decorated ware believed to have been made 
by the German settlers in Pennsylvania go back as 
far as 1773. We may say then that, roughly speak- 
ing, from the end of the first quarter of the eight- 
eenth century to the period of the Civil War slip- 
decorated ware was produced in this country in the 
manner herein described. In the Smithsonian Insti- 
tution at Washington there is a collection of slip- 
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decorated pottery made at Morgantown, West Vir- 
ginia, at the beginning of the nineteenth century, 
together with the tools and implements used by the 
potters there. If the pottery itself were not regarded 
as sufficiently conclusive evidence of the fact, the 
tools used would prove beyond a shadow of doubt 
that the methods used there were identical with those 
used in Pennsylvania, precisely as the methods used 
in Pennsylvania are shown, by similar evidence, to 
be identical with European methods dating back to 
the middle of the seventeenth century. 

For the benefit of the novice who is just aspiring 
to the making of a collection of American slip- 
decorated ware, no matter how modest, a few sug- 
gestions are here offered in the belief that their 
observance will materially contribute to eventual 
success, and greatly add to the interest of the col- 
lector: 

1. The aim should be to secure well authenticated 
specimens from as many States as possible, and to 
make the attribution in each case as absolute as 
possible. Twenty-five pieces which represent five 
States will make a better collection than seventy- 
five pieces all from Pennsylvania, or believed so 
to be. The smaller collection will be richer in its 
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interest, which is the primary purpose of any hobby, 
and it will be of much greater significance than the 
larger one from the point of view of the student of 
ceramics. 

2. Try to obtain pieces bearing names and dates, 
and to discover facts about the persons named. A 
good story, amply attested, will increase the inter- 
est and the value of the collection as much as an 
additional specimen will. The genuine hobbyist 
will rather discover a fact about his hobby that has 
been hitherto unknown than find a new specimen 
which merely adds to the numerical strength of his 
collection. He will even welcome the fact which 
compels him to discard a favorite piece, or to rele- 
gate it to a much lower position. There are people 
who act under the compulsion of a mere spirit of 
acquisitiveness and set possession of the material 
thing above everything else. They amass and hoard 
things like magpies. These are not collectors; they 
are not entitled to be counted among the hobbyists; 
they are slaves to a vulgar vice, not the devotees of 
a gentle sport, a recreation for philosophers. 

3. Bear in mind that slip-decorated pottery is 
not confined to red ware with inscriptions and de- 
signs in yellow slip. That is the commonest type, 
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but there are many variations for which the col- 
lector should be on the watch. Sometimes the 
groundwork is green, against which a design in 
ivory slip shows to great advantage. 

Such a piece is the pressed octagonal dish shown 
in Plate No. 11 (Fig. 4). This striking example of 
Pennsylvania slip-decorated ware is from the Pitkin 
Collection. It seems that the ware in its green state 
was given a coating of slip, colored either by oxide 
of copper or by verdigris, probably the former. 
When this had dried the decorator applied the de- 
sign in white slip, the piece being subsequently 
given a covering of transparent lead glaze. In the 
Pennsylvania Museum there are several examples 
of polychrome slip decoration. The paste of the 
body seems to be ordinary red ware covered with a 
slip of rich chocolate color, obtained by the use of 
manganese. On this the design is worked out in slip 
of various colors—green, blue, amber, white—the 
colors being obtained by the use of metallic oxides. 
The use of a transparent lead glaze brings out the 
color-scheme quite admirably. An interesting ex- 
ample of this type of slip decoration is shown in 
Plate No. 12. 

Still another type of slip-decorated pottery made 
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in this country calls for notice. Instead of the de- 
sign being worked out in a slip much lighter in color 
than the general surface of the ware, its background, 
the latter is made light and the design worked out 
in dark slip. Ware of a dark body is heavily coated 
with a white slip. On this background the design 
is worked out in a slip that is red, probably made of 
the same clay as the hidden body of the ware. It 
is covered with transparent lead glaze. The tech- 
nique here is very like the early Italian majolica, 
in which the surface of the body was covered with 
a slip composed of fine white clay. On this new sur- 
face the design was painted with colors derived 
from various metallic oxides, and then given a pro- 
tective coat of transparent lead glaze. Except for 
the use of colored slip to make the design, instead of 
simple oxides applied with a brush, the process is 
similar to the one used by the makers of early Italian 
mayjolica. 

4. It is nearly, if not quite, superfluous to urge 
the collector to add to his collection, whenever the 
opportunity occurs, specimens which bear designs 
of a historical character. In the Pennsylvania 
Museum there are a number of such pieces. One of 
these, a pie-plate, has a quaint representation of 
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Andrew Jackson on horseback. It is believed to 
have been made by Benjamin Bergey in 1838 or 
thereabouts. Bergey is said to have conducted a pot- 
tery in Montgomery County, Pennsylvania, from 
about 1820 to 1845, but surprisingly little seems 
to be known about him. The writer of this volume 
spent a good deal of time and effort trying to learn 
something definite about Bergey and his pottery, 
but without any useful result. If the specimens in 
the Pennsylvania Museum which are attributed to 
him—upon what is admittedly a very slender body 
of evidence—are to be accepted as authentic and as 
typical examples of his work, it is a pity that so 
little is known about him. The writer is disposed 
to doubt that the same man produced the quaint and 
crude picture of Jackson, already referred to, and 
the really fine design of a pigeon-like bird standing 
on the branch of a conventionalized tree with blos- 
soms and plucking its breast. As a design this is 
wholly admirable and vastly superior in every way 
to any of the other pieces. 

No matter how crudely drawn a historical sub- 
ject like the General Jackson design might be, as a 
collector’s piece it would be a treasure. Any de- 
sign of a historical character, or any allusion to a 
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historical event, whether local or national, gives a 
piece of pottery special interest and value. Next in 
importance to the historical designs come those de- 
signed as gifts to individuals. These cover a wide 
range embracing the chief events of life from infancy 
to old age. “Baby’s dish” often appears on pieces 
that were given as presents at christenings; senti- 
mental mottos and humorous designs are found on 
a variety of engagement and wedding gifts; and so 
on. Rarely indeed are these pieces characterized 
by artistic design; their attraction is their quaint- 
ness. The collector who views them from precisely 
the same point of view as the old samplers are 
viewed will not go far wrong. 

Of course, pieces which bear the maker’s name 
are much more valuable than pieces of equal merit 
not so marked. It can do no harm and may do some 
good to warn the amateur collector against the quite 
common mistake of assuming that the name found 
on a piece of pottery, whether impressed in the clay 
by a stamp or incised, must be the name and mark 
of the maker. Many times the writer has found 
that the name impressed on the front of a stone jug 
was not that of the maker at all but of the distiller 
or merchant for whom it was made. Repeatedly, 
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PLATE 17 
Pennsylvania sgraffito plate 
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Early Vermont pottery 


H. G. Rugg, Esq. 


PLATE 20 Author and George S. McKearin, Esq. 
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Pennsylvania Museum 


PLATE 21 
White earthenware made in Philadelphia, 1770 
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PLATE 26 


Fine example of Bennington porcelain 


PLATE 27 Homer E. Keyes, Esq. 


Pottery playthings from Pennsylvania 


PLATE 28 Mrs. Rhea M. Knittle 


Rockingham ware from Ohio 


Mrs. Rhea M. Knittle 


PLATE 29 
Ohio wares often taken for “Bennington” 


PLATE 30 Author 
Typical Bennington pottery 
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too, he has discovered that names scratched on pieces 
of pottery in the green state, before firing, were not 
the names of potters at all, but of the persons for 
whom the utensils were made. In the course of 
researches into the history of the Bennington pot- 
teries, for example, in diaries kept by local resi- 
dents who were in no wise connected with the 
[potteries, a number of entries were found record- 
ing the fact that the diarists while visiting the 
potteries inscribed their names on jugs, crocks, 
and the like. 

Nothing approaching a check-list of the makers 
of slip-decorated pottery has ever been compiled. 
Barber, in his classic work, “Tulip Ware of the 
Pennsylvania-German Potters,” and in other writ- 
ings of his, has recorded the names of many of the 
Pennsylvania potters with much information con- 
cerning them. Fragmentary as Barber’s record ad- 
mittedly is, it is far more extensive than anything 
of the kind that has been done for any other State. 
The list which is given in this volume is based 
partly upon Barber’s work, augmented by inde- 
pendent research and made as correct as possible by 
reference to local authorities. It is not offered as 
a complete list; as that would involve far more 
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extensive research than the writer has been able to 
make. It is presented, with all its shortcomings, 
in the belief and hope that many a collector will 
find it useful. 
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CHAPTER VI 


SGRAFFITO WARE 


No apology is offered for dealing with this in- 
teresting type of pottery in a chapter by itself, 
rather than following the usual practice of writers 
on ceramics and dealing with it under the head of 
slip-decorated ware. The present writer holds the 
latter practice to be basically unsound. There is 
no more reason for distinguishing between slip 
decoration and molded decoration than there is for 
distinguishing between slip decoration and sgraffito 
decoration. The former method is the achievement 
of the desired effect by imposing upon the surface 
of the object to be decorated a pattern or inscrip- 
tion in slip of contrasting color; the latter method 
is the making of the desired design by a sort of 
carving, cutting away the surface of a slip-covered 
body in such a manner as to present the pattern or 
inscription in the color of the under body contrasted 
against the surface slip. 
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Literally, sgraffito means ware that has been 
scratched, from the Italian sgraffiare, to scratch. 
The same term is used by architects, but spelled 
“scraffito”—which is a better form etymologically 
and otherwise. Old English potters used the name 
“scrabble ware.” The method is very simple and 
easy to understand. The body of the ware in its 
green state, before firing, is covered with slip of 
another color. Usually the slip is much lighter than 
the body, but occasionally this is reversed. When 
the slip covering is partially dried, the inscrip- 
tion or design is produced by scratching through the 
slip or scraping it off in such a manner as to show 
the color of the body beneath against the superim- 
posed covering. 

This method of decoration has been used from 
time immemorial. In crude forms it is found on 
the pottery of many primitive peoples. During the 
fifteenth century Italian craftsmen took this primi- 
tive process and developed it to a high degree of 
artistic excellence. Sometimes they combined the 
method with the application of molded flowers and 
figures in relief, achieving results which have prob- 
ably never been surpassed. The sgraffito ware pro- 
duced in Italy during the fifteenth century was later 
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copied by Swiss, German, and French potters, es- 
pecially during the sixteenth century. Toward the 
middle of the seventeenth century it was made in 
England, and it is a remarkable fact that the designs 
used by the English potters at that time, and the 
ware itself, were practically identical with those 
made familiar by the work of our Pennsylvania pot- 
ters during the eighteenth and nineteenth centuries. 
The tulip motive was as common in England as 
in Pennsylvania. In passing it may be worth while 
to note the fact that in seventeenth-century Eng- 
land, as in this country a century or more later, 
sgrafhito was a folk-pottery made for common people, 
not a pretentious product intended for the rich and 
aristocratic few as the earlier Italian product was. 
But a few English potters in more recent times have 
used the method in a manner rivaling the great 
Italians of the fifteenth century. Toward the mid- 
dle of the nineteenth century the great firm of 
Minton produced some wonderful sgraffito ware, 
quite worthy to be ranked with the masterpieces 
of the old Italian craftsmen. 

The term “Pennsylvania ware’ can be justified 
in connection with sgraffito decorated pottery. 
While, as we have already noted in the preceding 
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chapter, slip-decorated pottery was produced some- 
what extensively in other places, the production of 
sgrafito decorated ware was very largely confined 
to Pennsylvania. Very little of it was produced in 
other States, and that little was less elaborate in 
its design than the Pennsylvania product. Through 
the agency of the German immigrants who settled 
in that State, the art as it was practised in Germany, 
during the seventeenth century and the first part of 
the eighteenth century, was transplanted in Ameri- 
can soil and took root and flourished. 

The earliest dated piece of pottery with sgraffito 
decoration that has been discovered in Pennsylvania 
is a barber’s basin, dated 1733, and bearing a char- 
acteristic legend in German. As a considerable num- 
ber of Germans had already settled in Pennsylvania, 
is is probable that it was made there, though there 
is a possibility that it was brought from the old 
country. Within the memory of the present writer, 
it was the custom for people who were leaving Eng- 
land for the purpose of settling in America or other 
foreign countries to take with them articles em- 
bellished with the date, at least the year. Perhaps 
there was behind this custom the feeling that it 
would serve to mark the close of a chapter and 
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the opening of a new one. Children in school 
worked samplers with the date of the last day of 
their attendance; simple articles made by emigrants 
or their friends were likewise dated. In the pottery 
districts of Staffordshire it was the custom for work- 
men who were leaving the country to mark some 
piece of ware in this manner—a shaving-mug, per- 
haps, or a flask. Similarly, it was the custom to 
make gifts of mantel ornaments and other souvenirs, 
dated in the same way, to friends about to emigrate. 
That something like this custom prevailed among 
the Germans who came to Pennsylvania is not im- 
possible or even unlikely. Nevertheless, having due 
regard to the subsequent history of the pottery in- 
dustry in Pennsylvania, the balance of probability 
would seem to favor the theory that the barber’s 
basin dated 1733 originated there and not in Europe. 

Sgraffito decorated utensils were not made for 
general use as the ordinary slip-decorated utensils 
were. They were intended primarily for ornament. 
Most of them were made for gifts; potters made 
them for their sweethearts, wives, children, and 
friends. Births, baptisms, birthdays, betrothals, and 
weddings were marked by the presentation of such 
pieces, many of which represented a great deal of 
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labor. Because highly valued and carefully treas- 
ured, a larger proportion of these pieces survived 
than of the ordinary utensils which were in daily 
use. At the same time, the number made was so 
small, by comparison with the utility pieces, that 
good specimens are hard to find. The collector of 
moderate means is not at all likely to find his col- 
lection of genuine old sgraffito growing too rapidly. 
He will be fortunate indeed if he acquires three or 
four good specimens at a moderate price, particu- 
larly those with interesting designs or inscriptions. 
Finding a signed piece by one of the old potters, 
such as George Huebener or David Spinner, is an 
event to be celebrated. Even the acquisition of a 
piece of sgraffito signed by one of the later potters— 
such as Jacob Scholl or Samuel Troxel, who were 
active in the eighteen-thirties—is an event of more 
than ordinary interest in the life of a collector. 
There can be no doubt that many of the German 
immigrants who came to this country in the middle 
of the last century, immediately following the 
political disturbances in Europe in 1848, and for 
some years thereafter, brought pieces of German- 
made sgraffito decorated pottery with them. The 
writer has seen several such pieces, concerning whose 
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history there could be no sort of doubt. At one 
time he numbered among his friends at least half 
a dozen Germans who possessed such pieces which 
they had brought with them from their native land. 
Some of these pieces of German-made sgraffito he 
has handled and examined closely many times. 
With all deference to those authorities who have 
believed that they could distinguish between the 
wares made in Germany and those made in Penn- 
sylvania, he confesses that he could detect no dif- 
ference, and, furthermore, that he doubts whether 
any human being could do so. 

To begin with the color of the clay: in discussing 
this point Barber notes the fact that in the case of 
a sgraffito dish known: to have been imported from 
Germany the clay as shown by the back was “‘of 
a lighter and brighter red color than any of the 
Pennsylvania ware.” It would be a great mistake 
to infer from this fact that the German pottery can 
always or generally be distinguished from that made 
in Pennsylvania by means of a marked difference in 
the color of the clay. That is not the case. As- 
suming the entire correctness of Barber’s statement 
concerning the particular piece of German-made 
ware, it does not follow that all German-made 
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sgraffito ware is of the same color. As a matter of 
fact, variations of color-tones are common, both in 
the case of the American and of the European 
product. Every practical potter knows that pottery 
made by the same men from clay taken from a 
single pit, but at different times, will vary con- 
siderably in color. This applies to accidental varia- 
tions only. The fact that one batch of clay has 
been more thoroughly refined and cleansed than 
another will affect the result. Then there are varia- 
tions due to differences in the temperature of the 
kilns in the firing process, to say nothing of acci- 
dental mixing of clays. Then, too, we have varia- 
tions of color deliberately brought about. It was 
a common occurrence in most potteries for the 
mixer—a most important figure, by the way—to 
change his mixture from time to time, aiming now 
at a lighter and now at a darker body. 

Barber seems to have attached a good deal of 
importance to the treatment of the edges of their 
plates and platters by the Pennsylvania potters, who 
used a tool called a coggle, a small-toothed wheel, 
to make a band of regular indentations around the 
edge of the piece. Such edges, made in precisely 
the same manner, with exactly the same sort of 
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tool, are common in the German-made ware, so com- 
mon in fact as to be the rule. Neither in the color 
of the body or the glaze nor in any other feature 
does the sgraffito ware of the German potters of the 
middle of the nineteenth century differ from that 
of the earlier German potters who settled in Penn- 
sylvania. The late Albert W. Pitkin told the 
present writer that he had examined two sgraffito 
plates, both brought from Germany within twenty- 
five years, which were identical with one in his col- 
lection made by Troxel, in Montgomery County, 
Pennsylvania, bearing his name and date. In every 
respect, except for the name and date on the Amer- 
ican piece, the three specimens were identical. After 
hours of examination of the three side by side he 
could detect no difference whatever. 

The writer of these pages believes that Pitkin’s 
conclusion in the case of this single experiment 
would have been the same if the experiment had 
embraced three thousand pieces instead of three. 
He has handled, scores of times, a large round 
platter with a sgraffito design of tulips and a German 
inscription to the effect that potters rejoice when 
dishes are broken. It was made in Germany and 
brought to this country by the owner; in Reading, 
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Pennsylvania, where he had worked as a cigar- 
maker, this German found another so exactly like 
it that the only means of telling which was the 
German-made and which the American was the fact 
that a small chip had been broken from the edge 
of the former. 

These facts are set down in the interest of the 
hobby of collecting, and for the benefit of its de- 
votees. The collector need not be discouraged by 
the fact that there is ever present the possibility that 
the cherished specimen of Pennsylvania Dutch 
sgraffito ware may have been made in Germany. 
The knowledge should add to his interest in his 
hobby and to his respect for it; he will probably 
find himself keener in his quest for marked pieces 
and for authentic pedigrees. 

While it is true, as previously observed, that in 
this country the making of sgraffito ware, unlike 
that of slip-decorated ware, was virtually confined 
to Pennsylvania, very little being produced any- 
where else, it is well to warn the collector to remem- 
ber that “exception proves the rule” in this as in 
everything else. Although I have never seen a piece 
of sgraffito decorated ware that was made at the 
Bennington potteries, there is a well supported local 
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tradition that William Burtleman (or Bartleman), 
a German, Stephen Theiss, a Belgian, Jacob Merz, 
a German, and Peter Steinbach, a German, while 
working at the United States Pottery, made a num- 
ber of sgraffito plates and platters. According to 
the story, these four men vied with one another in 
the making of these, each trying to excel the other. 
Burtleman went from Bennington to Pennsylvania 
to work in a pottery there. According to the late 
Dr. S. R. Wilcox of Bennington, who as a young 
man worked in the United States Pottery, Burtle- 
man was dissatisfied at Bennington because he had 
no opportunity to display his talent for the German 
style of decoration. Later on when he was operating 
a small red ware pottery on his own account at 
Bennington, doing all the work himself, Jacob Merz 
occasionally made sgraffito pieces on order, it is said. 
Similarly, individual pieces of sgraffito ware are 
known to have been made at the Pruden pottery in 
Elizabeth, New Jersey, where a great deal of slip- 
decorated ware was made. Knowing something of 
the ways of old-time potters, working in small pot- 
teries, not subject to the rigid rules and discipline 
of the great factories of to-day, the writer is inclined 
to believe that careful and patient local researches 
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would disclose the fact that in many, and perhaps a 
majority, of the potteries in which earthenware was 
made in this country, during the latter half of the 
eighteenth and the first half of the nineteenth cen- 
turies, individual workmen experimented in sgraffito 
decoration in making pieces for themselves or their 
friends. Potters in all parts of the world have been 
noted for their fondness for indulging in experiments 
of all sorts, a fact amply attested by the odd and 
whimsical specimens of individual workmanship 
surviving in every pottery center. 

This opens an entirely new and virgin field to the 
American collector. Instead of confining his quest 
in the neighborhood of any old pottery to the typical 
things, specimens of the regular product, he will do 
well to search out the unusual things, mere trifles 
many of them, in which individual workmen found 
amusement and recreation. Among these, in many 
cases, there is good reason to believe will be found 
specimens of sgraffito ware, which will not only de- 
light the soul of the collector, and add to the charm 
of one of the most interesting of hobbies, but ma- 
terially enlarge our knowledge and understanding 
of American ceramics. 
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CHAPTER VII 


EARLY NINETEENTH-CENTURY POTTERS 
AND POTTERIES 


Iw a general way the progress that was made in 
the pottery industry in the early part of the nine- 
teenth century was similar to that which occurred 
in other directions, and the character of the wares 
made in any given locality was to a great extent 
determined by the general social conditions there 
existing. Where there was no class distinction, 
where all were simple hard-working people, the 
potteries of the locality turned out utensils of 
earthenware and stoneware, with only the crudest 
ornamentation. 

Like all such historical generalizations, this one 
needs to be applied with intelligence and caution 
if it is be helpful and illuminating to the student, 
and not confusing and misleading. It is only too 
true that in the field of American ceramic history 
we have had a great many generalizations which 
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crumple up as soon as they are subjected to the 
criteria of exact and well informed scholarship. 
They are the products of uncritical minds working 
with inadequate and untested data. On the other 
hand, it is equally true that the most careful gener- 
alization, embodying the results of patient research 
and sound scholarship, can be so misused as to be 
an obstacle instead of the aid it was intended to be. 
There are no fool-proof rules which can be applied 
to the study of this hobby of ours. 

Let us take the case of the early Vermont pot- 
teries, for example, and consider them in the light 
of the generalization formulated above. The first 
settlers in Bennington, its oldest town, arrived in 
1761. Soon they were involved in the great contro- 
versy over their land-titles, which led to the long 
and bitter struggle against the claims of New York. 
The Revolution came while that issue was still 
unsettled, and, as an independent republic, though 
an ally of the United States, Vermont was inevita- 
bly involved in the greater conflict. Naturally its 
development was greatly retarded. Whoever is 
familiar with the essential facts, even in the most 
elementary outline, will understand that at the 
beginning of the nineteenth century, and for a long 
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time thereafter, its economic life was of the simplest. 
True, some of the inhabitants were richer than 
others, just as some were more industrious than 
others, some more virtuous and some less. In the 
main, however, the greater wealth of some indi- 
viduals was mainly represented by the ownership 
of more land. Practically all the people were poor 
in the sense that they had no money. There was no 
marked class division, no considerable class dis- 
tinguished by its wealth and its leisure and by a 
manner of living that was distinctive. 

Because life in Vermont was what it was, we do 
not find any attempt to make china, or even the 
finer and more costly forms of earthenware, until 
almost the middle of the nineteenth century. By 
that time there had developed, in Vermont as else- 
where, marked class distinctions. Moreover the 
great improvement of highways and the develop- 
ment of new methods of transportation had ex- 
panded the markets accessible to most of the 
potteries, with the result that production was no 
longer limited by the demands of the locality in 
which a pottery was situated, nor to the supplying 
of the more primitive needs. Thus, when Christo- 
pher Webber Fenton and his associates entered upon 
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the manufacture of porcelain and the more orna- 
mental and costly earthenwares at Bennington in 
the middle of the century, the demands of the 
locality were insignificant; the market extended to 
points as far distant as Montreal, Buffalo, Boston, 
and New York. 


Quite different was it when the new century 
opened and for a full generation thereafter. Cap- 
tain John Norton had operated his little pottery 
at the foot of Mount Anthony for seven years when 
the century began. He was succeeded in 1823 by 
his son, Luman Norton; and in 1833, when the 
pottery was moved to a new location, to what was 
then called East Bennington, it was operated by 
Luman Norton and his son Julius. Yet in all that 
time, the third part of a century, there was no 
attempt to make anything except common utensils 
of red earthenware, usually lead glazed, and the 
coarse stoneware crocks, jars, churns, and jugs which 
have survived in such large numbers. 

What was true of this pioneer pottery is equally 
true of every other pottery that existed in the State 
of Vermont during that period. Jonathan Fenton 
established a pottery at Dorset, Vermont, in 1801. 
He was a good potter and came from Connecticut. 
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His ink-well, marked with his name impressed in 
the clay, long owned by a gentleman in Connecticut 
is one of the prized pieces in the collection of the 
present writer. It is of a very dark, almost black, 
earthenware body, fired extremely hard, and covered 
with a greenish lead glaze. It was certainly not made 
in Vermont, and we may safely conclude that it was 
made not far from Windham, Connecticut, Jonas 
than Fenton’s birthplace, where it was found. To 
1834, or thereabouts, the Dorset pottery was oper- 
ated by Jonathan Fenton or his sons, Richard 
Lucas Fenton and the famous Christopher: Webber 
Fenton. During all that time only common red 
ware and coarse stoneware were made. There is not 
the slightest evidence that anything finer was ever 
attempted. The same thing may be said of the 
pottery operated at Burlington, Vermont, by Nor- 
man L. Judd, 1806-09. Judd was a splendid potter, 
a nephew of Captain Norton of Bennington, under 
whom he had learned the trade. He moved to 
Rome, New York, in 1810 and carried on a success- 
ful pottery business for thirty years or more. 

At about the same time at which Jonathan Fen- 
ton started his little pottery at Dorset, his brother 
Richard Webber Fenton settled in St. Johnsbury, 
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Vermont, where he started a pottery about 1808. 
He was succeeded by his son, Leander W. Fenton. 
The pottery was operated continuously from 1808 
to 1859. Father and son were admirable potters, 
as the marked examples of their work prove, but 
in all that half-century of continuous operation 
nothing was ever attempted in the way of porcelain 
or even fine earthenware. 

The writer of these pages has examined with 
painstaking care every scrap of available evidence 
concerning every one of the early Vermont potteries 
of which any record has been preserved, no matter 
how insignificant it might be. He has unearthed 
the main facts concerning Samuel Woodman’s 
pottery at Poultney, and he came into possession 
of Timothy Crittenden’s shaving-mug, which was 
undoubtedly made there. Woodman operated his 
pottery from 1800 until about 1820. He made 
earthen milk-pans and plates and stoneware jugs, 
jars, and other simple utensils. His work is cruder 
than that of the Nortons and the Fentons. He 
seems to have prospered at the business during a 
score of years, but he never made any of the finer 
or more expensive wares. The same thing is true of 
the pottery which Caleb Farrar established at 
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Middlebury, Vermont, in 1812, and which was 
operated by him until 1850. He made coarse red 
earthenware utensils, and after 1820, common white 
tableware, but nothing finer was ever attempted by 
him or even by his successor, James Mitchell. 

The same thing must be said of the several pot- 
teries at Fairfax, Vermont. There was a pottery 
there in 1831, how much earlier is not known. 
Although there is some uncertainty in this regard, 
since no local records appear to mention the indus- 
try, it is believed that it was conducted by a man 
named E. L. Farrar, who had previously owned a 
small pottery at Burlington, Vermont. The Fairfax 
pottery passed from the elder Farrar to two of his 
sons, who for a number of years made earthenware 
at North Fairfax. Sometime prior to 1850 the 
brothers separated, one continuing in business on his 
own account, and the other joining partnership with 
aman named Stearns. With the later developments 
of the industry in and around Fairfax we are not 
now concerned. Our sole interest at present lies in 
the fact that a careful study of every scrap of 
evidence bearing upon the subject, and of all the 
authenticated specimens known to exist—the most 
notable of these being owned by that indefatigable 
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collector, Harold G. Rugg, Esq.—reveals that only 
common red earthenware and coarse stoneware were 
made here until at least the middle of the century. 
The same thing is true in every case of the potteries 
known or reputed to have been operated at Brad- 
ford, Fairlee, Cavendish, Corinth, Newport, and 
other places in the State. In no single instance do 
we find any manufacture of china, or of the finer 
grades of decorated earthenware, during the first 
third of the nineteenth century. 

This fact cannot be accounted for otherwise than 
as the natural expression of a_ phase of social 
development, a supply conditioned and circum- 
scribed by the local demand. It was not due to lack 
of skill, for the surviving work of such potters as 
the Nortons, Fentons, and Farrars shows that they 
were competent workmen, craftsmen of the finest 
type. It was not due to lack of business enterprise 
and resourcefulness, for these men proved them- 
selves capable business men, resourceful, ambitious, 
industrious, energetic. It was not due to lack of 
materials suited to the production of finer wares; 
the subsequent development of the industry at Ben- 
nington proved that. When all the facts have been 
duly considered there appears to be no other ex- 
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planation than the one offered for the uniformity 
with which the potters of Vermont kept to these 
crude and coarse wares. 

When we turn to the more highly developed and 
complex civilization of Philadelphia we are at once 
confronted with a most remarkable contrast. Just 
as in the years immediately preceding the Revolu- 
tion, so when the nineteenth century opened, Phila- 
delphia was the principal center of the manufacture 
of the finer and costlier ceramic wares. This is not 
at all difficult to understand. In many respects, 
Philadelphia was the social capital of the nation. 
There was a class of well-to-do cultivated people, 
commanding a supply of what many other parts of 
the country must have considered impossible 
luxuries. 

It is a great pity that we do not possess more 
definite information about the “china factory” that 
was the scene of the murder and riot in 1800, 
already referred to in our sketch of the pottery 
industry in the years immediately following the 
Revolution. It may have been that John Curtis, 
who was in business at that time, was making 
queen’s-ware in 1800, and that it was at his pottery 
that the trouble occurred. On the other hand, there 
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is much to be said for the theory that it was a 
pottery conducted by Alexander Trotter, an almost 
forgotten and little known potter of great ability, 
who contributed as much as any man of his day to 
the development of the industry in this country. He 
made queen’s-ware that is said to have been a great 
improvement upon any that was made by any of 
his contemporaries. We do not know for a cer- 
tainty that this notable potter was in business as 
early as 1800, for it not until 1808 that we find him 
mentioned prominently among the leading manu- 
facturers of the city. In that year he was at the 
head of an extensive establishment called the 
Columbian Pottery. It is not positively known 
whether he was the sole proprietor or whether others 
were associated with him, but the latter is presumed 
to be the case. The pottery was located on South 
Street between Twelfth and Thirteenth, and was 
the most extensive establishment of its kind in the 
city. An exhibit of its products constituted one of 
the attractions of Peale’s Museum in 1808, and it 
was said that the quality of the ware and the work- 
manship were equal to the best that Staffordshire 
produced. At the great dinner held on July 4, 
1808, in celebration of the anniversary of the 
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declaration of American independence, part of the 
table service used consisted of “an elegant jug and 
goblets from the new Queensware manufactory of 
Trotter & Co.” In his message to the Pennsylvania 
Legislature in December, 1809, the governor 
referred to the fact that there had been “ately 
established in Philadelphia a Queensware pottery 
on an extensive scale.” 

So far as known, none of the ware produced at 
the Columbian Pottery was marked with any dis- 
tinctive mark enabling its present identification. 
Pieces have from time to time been attributed to 
this pottery, but in every case known to the writer 
there has been a complete absence of reliable 
evidence, or even of credible tradition, supporting 
such attribution. At one time and another he has 
had submitted to him perhaps as many as a dozen 
pieces of early queen’s-ware with requests for his 
opinion whether they could be identified as Alex- 
ander Trotter’s work, but in no instance has there 
been any evidence to warrant even so much as a 
presumption of a Philadelphia origin. In every case 
the kindest conclusion was that “the wish was 
father to the thought.” It is so easy to conclude that 
because a piece of early queen’s-ware came “from 
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one of the oldest families” in the city, it “must be,” 


5] 


or ‘“‘very probably is,” a specimen of the work of 
Bonnin & Morris, of Trotter, or of some other 
notable potter. 

Alexander Trotter retired from business in 1812 
or 1813. One of the many evidences of the rapid 
progress that was being made in the manufacture 
of ceramics at that period is the fact that the work 
of the Columbian Pottery had already been out- 
classed. Daniel Freytag, who had a pottery on 
South Fifth Street, Philadelphia, in 1810 or 1811, 
made a fine earthenware, the paste resembling 
queen’s-ware, much of it being quite elaborately 
decorated. He used silver and gold ornamentation 
and other designs in bright colors, over-glazed. He 
is also believed to have made bone-china, or soft- 
paste porcelain, though evidence on this point is not 
so conclusive as one could desire. Freytag seems not 
to have remained in business long. He used no 
pottery mark, and positive identification of his wares 
is almost impossible. 

Much the same may be said of another Phila- 
delphia potter, David G. Seixas, who, from 1816 
or 1817 to 1822 or 1823, operated a small pottery 
where he made a cream-colored earthenware in 
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imitation of Liverpool ware, and, it is said, not to 
be distinguished from it. He appears to have used 
principally, if not exclusively, clay obtained from 
the neighborhood of Wilmington, Delaware, and 
to have “pirated” the English designs systemat- 
ically and so successfully that the most expert 
could not tell the English ware from the American. 
At this state we may well consider at some length 
the work of another great Philadelphia potter of 
the period, to whom reference was made in a pre- 
ceding chapter, Abraham Miller. He was the most 
remarkable member of a family of potters. His 
grandfather, Andrew Miller, had conducted a pot- 
tery on Sugar Alley, Philadelphia, from about 1789 
to 1810, when he gave way to his two sons, Andrew 
and Abraham. The two brothers carried on the 
business in partnership until 1816, when Andrew 
retired, leaving Abraham, as sole proprietor, to 
make that great contribution to the development of 
the American pottery industry which gives him 
such a unique place in our ceramic history. 
Abraham Miller was a remarkable man. He was 
an ardent social reformer, in some respects a radical ; 
but he did not permit his zeal for reform to inter- 
fere with his business, in which he was eminently 
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successful. He took an active part in the political 
affairs of the city and the State, and was at one 
time a member of the State Senate. He was one 
of the leading members of the Franklin Institute, to 
the development of which he gave a great deal of 
time and service. 

Of course we are concerned mainly with his work 
as a potter, and only incidentally with his activities 
in other directions. That he was widely regarded as 
one of the most progressive potters in the country 
there can be no doubt whatever. He would be en- 
titled to a conspicuous and honored place in these 
pages if for no other reason than that there is good 
reason for believing that he was the first potter in 
America to make silver lustered ware, which had 
come into vogue in England and this country. He 
exhibited a silver lustered pitcher at the exhibition 
of the Franklin Institute in 1824, so we learn from 
the report of the judges, which says that Miller’s 
exhibit consisted of “red and black glazed teapots, 
coffee-pots, and other articles of the same descrip- 
tion. Also a sample of platinated or lustre pitchers 
with a specimen of porcelain and white ware, all of 
which exhibited a growing improvement in the 
manufacture, both in the quality and form of the 
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articles.” The report of the judges goes on to say: 
“It is but a few years since we were under the 
necessity of importing a considerable proportion of 
this description of ware for home consumption, but 
since our potters have attained the art of making 
it equal, if not superior, to the imported, and as 
cheap, they have entirely excluded the foreign ware 
from the American market.’ This last statement 
needs to be received with considerable reserve. It 
can only be taken to mean that the importation of 
the cheaper earthenware for ordinary table use had 
largely ceased. Certainly a considerable amount of 
luster and porcelain was being imported from Eng- 
land at that time. 

We find Miller again a prominent exhibitor at 
the Franklin Institute exhibition in 1835. Accord- 
ing to the official report, on that occasion he had a 
notable exhibit illustrative of all the stages of pot- 
tery manufacture, from the crude raw materials to 
the finished product. Again in 1842 we find him 
exhibiting fine earthenware, the exhibit consisting 
of decorated plates, vases, and ornamental flower- 
pots. We know that Miller originated and made the 
famous Tam O’Shanter mugs in Rockingham ware 
which were so popular in the decade from 1840 to 
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1850. They were apparently never marked; at least 
the writer has never seen one that was marked. 
Mugs of this type can be attributed to this pottery, 
and to the period named, with a fair measure of 
confidence. 

Abraham Miller is said to have made many suc- 
cessful experiments in the manufacture of porcelain. 
It will be recalled that in the report of the judges 
of the Franklin Institute exhibition for 1824 men- 
tion was made of the fact that he exhibited “‘por- 
celain and white ware.” The fact that the two 
terms were used in this manner is significant. 
Evidently “porcelain” was not applied by the 
judges of the exhibition to ordinary white ware. 
By that time the word “porcelain” was being re- 
stricted in ordinary usage to the transclucent ware, 
the manufacture of which was making some head- 
way. But although Abraham Miller succeeded in 
his experiments in porcelain-making, it is said that 
he never placed any of it on the market. He con- 
fined himself to earthenwares, producing a large 
variety of these, ranging from what in the trade are 
known as common white and common yellow, to 
highly decorated tableware, Rockingham, and silver 
luster. 
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Miller possessed considerable ability as a modeler, 
according to tradition, and for his own pleasure and 
recreation he modeled a great many figures which 
were made in white earthenware biscuit. These he 
gave away to his friends, and it is both notable and 
regrettable that they were generally, and perhaps 
always, unsigned. He was fond of employing “lace- 
work” on these figures. This he produced by copy- 
ing a method long familiar to European potters. A 
piece of lace was first thoroughly saturated in white 
slip, and was then attached to the ware to form the 
decorative effect desired. When the piece of ware 
thus treated was fired the threads in the lace were 
consumed, leaving the clay stand exactly in the pat- 
tern of the original. The method is an old one, and 
the claim occasionally advanced that Miller in- 
vented it is absurd. 

Abraham Miller died in harness in 1858, the 
business then passing into the hands of his super- 
intendent, Charles J. Boulter. Within the span of 
his lifetime Miller had seen an enormous change 
come over the industry with which he was so long 
and so honorably connected. His lifetime encom- 
passed a veritable revolution in the ceramic industry 
in this country. Before his death porcelain was being 
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made in America equal to the best that was being 
produced in England, and yet it was true that many 
of the best potters in the country were finding to 
their chagrin and their bitter cost that it was con- 
trary to their best interest to have their wares known 
for what they were, American made. 

Our account of the work of Abraham Miller, 
though no more than a mere outline, has taken us 
to the middle of the nineteenth century. It becomes 
necessary for us to retrace our steps and to return 
to the first quarter of the century, in order to take 
note of some other potters meriting the attention of 
collectors and students. Among these, place must 
be given to Captain John Mullowny, who had a 
pottery on Pine Street, Philadelphia, from 1810 to 
1816, and perhaps somewhat later. Captain Mul- 
lowny, a soldier in the Revolution, called his works 
the Washington Pottery, and his ware Washington 
ware. It is doubtless due to the fact that the cap- 
tain used this name in advertising the products of 
his pottery that something of a legend grew up that 
in the early part of the nineteenth century a kind 
of ware was made in Philadelphia the manufacture 
of which had become a lost art. 

The legend varies with the telling. One version 
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is that Captain Mullowny used a peculiar glaze. 
This is sometimes said to have been a metallic luster 
and at other times a “wonderful coloring.” Another 
version is that the characteristic feature of the good 
captain’s ware, from which it derived its name, was 
the use of Washington’s portrait for ornamentation. 
It may seem to be a pity to be guilty of such icono- 
clasm as the smashing of such interesting legends, 
but the simple truth is that there is not the least 
scrap of evidence that Captain Mullowny made any 
ware that was unusual or in any degree notable or 
uncommon. He was a good potter. So much we are 
justified in believing from the number of his ap- 
prentices who became good potters. He made red 
ware, lead glazed, ordinary yellow ware, known to 
the trade as common yellow, and “black ware.” 
The latter must not be confounded with dasalt or 
Egyptian black. It was simply red earthenware, of 
a rather fine texture, heavily glazed with a glaze 
containing a very large amount of manganese. In 
these simple wares the Washington Pottery turned 
out large numbers of tea-pots, coffee-pots, pitchers, 
and similar domestic utensils. 

There is one feature in an advertisement of Cap- 
tain Mullowny’s pottery which merits attention for 
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the light it throws upon our hobby. The advertise- 
ment appeared in the ‘‘Aurora-General Advertiser” 
in May, 1810. After announcing the address and 
the character of the goods offered for sale, the notice 
informed the readers that they could have “any 
device, cypher, or pattern put on china or other 
ware at the shortest notice, by leaving orders at 


s) 


the ware-house as above.” Here is an explanation 
of the frequency with which the collector of to-day 
finds pieces of pottery and china bearing names, 
inscriptions, and designs obviously not intended for 
general commerce. There was a definite catering to 
that sort of thing, not alone by Captain Mullowny 
but by potteries in general, and it is a mistake to 
infer from pieces so inscribed or decorated that they 
bear witness to any sentimental attachment on the 
part of some potter to the individual to whom they 
were presented. Just as we go into a jewelry store 
to-day and buy a gift on which we have engraved 
the initials or name of the recipient, so a century 
ago men and women ordered mugs and pitchers and 
cuspidors inscribed for their friends. There was as 
little personal feeling on the part of the pottery 
decorator as there is on the part of the jewelry en- 
graver. 
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This same custom has an important bearing upon 
the study of slip-decorated pottery and its attribu- 
tion. The writer of this volume is confident that 
there were few of the potteries at which the 
customary range of earthenware objects was made 
in which slip-decorated presentation pieces were not 
made on order. Practically every pottery making 
common earthenware used slip to a greater or lesser 
extent, so that the materials for making slip-decor- 
ated pottery were constantly on hand. The work 
required no special tools; any ordinary bottle with 
a piece of quill or even a bit of hollow reed passed 
through a hole in the cork would make a workable 
“slip-cup” or “quill-box,” the simple vessel used to 
hold the slip for tracing patterns on the ware. If he 
wanted a better instrument than such a makeshift, 
any potter could make a good one in five minutes 
or less. 

With tools and materials ready at hand, a potter 
who desired to try his hand at slip decoration could 
do so. It required no special artistic talent or train- 
ing to trace the crude designs or inscriptions, nor 
did the firing of the ware so decorated present any 
special problems. The average apprentice working 
in an earthenware pottery was certain to try his 
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hand at this sort of decoration; the same impulse 
that leads boys, and men too for that matter, to 
write their names or draw figures on walls, carve 
their initials on trees and fence-posts, and the like, 
would inevitably lead to such experiments, the 
materials and the tools being so temptingly acces- 
sible. 

For these reasons, the present writer holds in light 
esteem all attributions of ware of this sort to par- 
ticular potters wnless there ts some specific record of 
the actual maker's name. Virtually all other attri- 
butions are mere guesswork, of no real value. These 
guesswork attributions do no particular harm, how- 
ever, provided the collector understands tne limited 
sense in which they are to be accepted. At the same 
time when Captain Mullowny started making earth- 
enware at his Washington Pottery on Pine Street in 
1809, there was another pottery not far distant, on 
South Street, where Messrs. Binney & Ronaldson 
made the same class of goods in the same sort of 
ware. In the absence of some inscription which 
enables us to place the matter beyond reasonable 
doubt, or some other equally positive evidence, it is 
pure charlatanry for anybody to pretend that he can 
tell from which of the two potteries a slip-decorated 
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plate came. It is often equally impossible to diss 
tinguish between the products of potteries in differ- 
ent towns or even different States. 

Thomas Haig, a Scotchman, was another Phila- 
delphia potter whose work, begun early in the 
century, extended over a considerable period of time 
and contributed greatly to the progress of the indus- 
try. His pottery, which was located at Northern 
Liberties, Philadelphia, was established in 1812, 
and the product was earthenware. In the familiar 
red and black varieties of earthenware common to 
all the potteries of the period, Haig made tea-pots, 
coffee-pots, milk-pans, cake-molds, pitchers, strain- 
ers, bowls, mugs, plates and platters, and similar 
articles for domestic use. At the exhibition of the 
Franklin Institute in 1825, he exhibited a selection 
of his wares, which he appears not to have sent in 
time to qualify for the competition, for the judges 
in commenting upon them say that “if they had 
been sent in time [they] might have entitled him to 
the silver medal.” The judges note that the ware 
was made “from clay taken in the city,” and they 
award the potter high praise. “These articles are 
considered of very superior quality, and are in the 
opinion of the judges better than goods of the same 
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kind, brought from England. The body of the ware 
is perfectly burned and deprived of all absorbent 
qualities. The glaze is good and free from cracks 
and the workmanship is neat.” In 1826 he received 
the bronze medal of the Franklin Institute for the 
best red ware displayed. 

Thomas Haig carried on the business until 1833, 
and was succeeded by his two sons, James and 
Thomas, who carried it on for another half-century. 
Within the lifetime of the founder, in addition to 
the wares already described, a good deal of Rocking- 
ham was made, and it is believed that Haig made 
the Rockingham pitcher with the full-length figure 
of, Washington as a master mason, wearing his 
regalia and in the act of presiding over his lodge. 
This account of the pitcher is given here with great 
reserve, for it has been vaguely attributed to at 
least three other potters, namely Abraham Miller, 
Philadelphia, M. Perrine, Baltimore, and James 
Carr, of the Swan Hill Pottery, South Amboy. All 
that the writer knows of this pitcher is that the one 
in his collection was purchased in Philadelphia by 
a dealer, who was told that it was made at the 
Thomas Haig pottery before 1830. 

With the year 1825 the era of porcelain manu- 
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facture in America may be said to have opened. 
This statement must not be taken too literally, how- 
ever, or too narrowly interpreted. Porcelain had 
been made in this country, to some extent, a number 
of years before 1825. Loosely as we know the word 
to have been used in the early days, certain as we 
are that it was applied to common earthenware, both 
within the trade and outside of it, we know that 
Bonnin & Morris made artificial, or soft-paste, por- 
celain as early as 1772. We also know that around 
1815 Abraham Miller was making natural or hard- 
paste porcelain in an experimental way, and that as 
early as 1816, at least, hard-paste porcelain of good 
quality was made in New York City by Dr. Mead. 
Interesting as these examples of early porcelain- 
making are, they are significant mainly as showing 
that there was a period of tentative groping, of 
intermittent experiments, preceding the introduction 
of porcelain manufacture on any large scale. 

Even though it necessarily involves a break in the 
chronological sequence of our sketch of the develop- 
ment of the pottery industry, and also the need of 
some repetition, we shall probably gain a clearer 
view by leaving our account of the early American 
porcelain factories to a later chapter, devoting the 
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remainder of this one to a hasty summary of the 
other ceramic developments of the early part of 
the nineteenth century. Not much need be said, or 
can be profitably said, of the products made at the 
numerous small potteries where ordinary earthene 
ware and coarse stoneware were made. The general 
character of these wares, which were common to 
practically all of the potteries of the period, has 
been sufficiently described in connection with the 
wide range of potteries already dealt with. 

Let us take the potteries of South Amboy, New 
Jersey, and the surrounding neighborhood, by way 
of illustration. It will be recalled that at the Bur- 
lington pottery of Daniel Coxe, in the seventeenth 
century, clay from South Amboy is believed to have 
been used. In 1800 Van Wickle’s stoneware pot- 
tery was started at Old Bridge, later known as 
Herbertsville, New Jersey, the clay used being 
drawn from South Amboy. In 1802 another stone- 
ware pottery was started at Roundabout, later 
called Sayreville, on the Raritan, also using South 
Amboy clay. In 1807, and perhaps earlier, a stone- 
ware pottery was operated at South Amboy by 
Warne & Letts. Practically all that is known of 
this pottery is the testimony of a single marked 
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crock owned by William Goedecke, Esq., of Rich- 
mond Borough, New York City. It is a rather 
crudely potted vessel, of good shape. In color and 
general appearance it does not differ from other 
early stoneware vessels found in New Jersey. But 
for the fact that it bears a date and the name of 
the pottery firm, it might have been ascribed either 
to Van Wickle or to John Hancock, who came on 
the scene twenty years after it was made. Impressed 
into the clay, apparently by wooden types, the 
crock bears on one side the inscription, “Warne & 
Letts, 1807.” On the other side, impressed in the 
same way, is, “Liberty For Ev S. Amboy. Ne 
Jer’sy.” It is evident that the issues which led to 
the second war with Great Britain were agitating 
the mind of the maker of this humble stoneware 
crock. 

Ceramically speaking, the crock which was in- 
scribed with the name of the firm of Warne & Letts, 
and with the patriotic sentiment quoted, is of little 
interest. It does not differ in quality or any tech- 
nical distinction from numerous other contemporary 
pieces. Yet the individuality given to it by the in- 
scription does endow it with great interest, and even 
with importance. It is, in the first place, a valuable 
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contribution to our knowledge of the history of the 
pottery industry. It is a historical document of a 
sort. Incidentally, the general historian may find 
it of interest to note the evidence of the foment 
that led to the War of 1812. 

In 1828 John Hancock, an English potter, who 
had been manager for James Clews at Cobridge, 
England, and later held a similar post at the famous 
Cambrian potteries, at Swansea, South Wales, 
started a pottery at South Amboy. He made stone- 
ware and yellow ware. In 1849 Thomas Locker 
was making yellow ware at South Amboy, in the 
Swan Hill Pottery. In the absence of definitely 
marked pieces or other positive evidence, there is 
no way of telling whether early stoneware found 
in this locality was made by John Hancock or by 
Van Wickle. Similarly it is impossible to tell 
whether an unmarked piece of yellow ware was made 
by Locker or by Hancock. Not only is that the case, 
but it is impossible for any human being, no matter 
how expert, to tell with certainty whether an un- 
marked piece of yellow ware was made at South 
Amboy or elsewhere. Knowledge of the simple 
facts already set forth, that these potteries existed 
at the times indicated and made wares of the types 
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described, may be helpful te the collector. Beyond 
that is romance, not history. 

In 1827 Jabez Vodrey, an English potter of 
great ability, with a partner named Frost, started 
a pottery at East Liberties, Pennsylvania, now part 
of the city of Pittsburgh. They made earthenware 
and stoneware. So far as is known, that was the 
first pottery established west of the Allegheny 
Mountains; by the white man, that is. We do not 
know definitely what wares Vodrey & Frost made. 
Or perhaps it would be better to say that we know 
very little about the wares they made, for we do 
know that they made yellow ware. It is believed 
that they also made coarse salt-glazed stoneware 
utensils and some white earthenware. The writer 
has never seen a piece of ware so marked as to 
definitely establish the fact that it was made at this 
pioneer pottery of the vast region west of the Alle- 
ghenies. Some years ago he was shown a pitcher 
in Rockingham ware of good quality and color with 
an imperfectly impressed pottery mark. The first 
word, “Vodrey,” was plain enough; the character 
“&” could be guessed at with some assurance. Be- 
yond that there was nothing but an undecipherable 
blur. The owner of the pitcher had bought it 
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from a Pittsburgh dealer, and, the wish no doubt 
fathering the thought, had jumped to the conclu- 
sion that here was an authentic specimen of the ware 
made at the first Pittsburgh pottery. Of course if 
that were certain the importance of the specimen 
to the student of our ceramic history would be very 
great. It is more than likely, however, that the 
pitcher was not made at Pittsburgh at all but in 
East Liverpool, Ohio, and that the mark was really 
that of Vodrey & Brother, sons of Jabez Vodrey. 
There was nothing about that Rockingham pit- 
cher, other than the partly legible mark, which gave 
the least clue as to when, where, or by whom it was 
made. There was nothing in the glaze or the color 
or texture of the body underneath, so far as these 
could be noted, to enable the most expert connois- 
secur to form any opinion on the subject. A less 
learned and experienced person might do so, for 
little learning and great assurance often go together 
in this field, as in many others. Except for the 
mark, so tantalizing by its inconclusive character, 
that pitcher could have been attributed to any one 
of a dozen places with perfect assurance that no 
man or woman living could have proved the attribu- 
tion wrong. It was not in any manner distinguish- 
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able from Rockingham pitchers of the same type 
known to have been made at Bennington, at South 
Amboy, at Zanesville, at Baltimore, at East Liver- 
pool, and so on through a long list of places where 
Rockingham ware was extensively made in the mid- 
dle of the nineteenth century. 

Let us take another example. In 1802 Thomas 
Crafts, of Whately, Massachusetts, started a small 
pottery making coarse red earthenware. It appears 
that until 1821 no other kind of ware was made at 
the little pottery and that Crafts never employed 
more than one or two assistants, usually one man 
and one boy. In 1821 he seems to have been joined 
by a partner or partners, and from that time until 
1832, in addition to the red ware, black tea-pots 
were made in fairly large quantities, as many as 
seven or eight men being employed. In, 1833 the 
pottery was enlarged, Crafts having taken on a 
new partner, according to the best account attain- 
able. By the enlargement the manufacture of stone- 
ware was added to the business, and from that time 
until 1847 or 1848, when the pottery closed, black 
tea-pots and coarse salt-glazed stoneware jugs, 
crocks, churns, and other domestic utensils of the 
same general character were made. 
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Now, there was nothing about the red earthen- 
ware that was made by Thomas Crafts and _his as- 
sociates to distinguish it from other red ware made 
by scores of other potters in as many places. From 
time to time pieces of old red earthenware have been 
picked up in this part of the Connecticut Valley 
which have been rather vaguely ascribed to “the 
old pottery.” In no case, so far as the writer has 
been able to learn, has any of these pieces been ac- 
companied by authentic evidence of its origin. As- 
suming some or all of them to have been made at 
the Whately pottery, it has not been possible to 
tell whether they were made as early as 1805 or as 
late as 1840, for example. Nor could the most 
careful examiner point to a single feature of the 
ware, whether a quality of the material used or a 
marked individuality of workmanship, demonstrat- 
ing that they could not have been made anywhere 
else. In other words, even if it could be proved 
beyond a shadow of doubt that any particular piece 
of this ware was made at the Crafts pottery, the fact 
could not be of any particular interest or importance, 
ceramically speaking. It might have some interest 
historically, as a historical fact that could endow it 
with special interest to students of local history. 
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The same thing might be said of the stoneware 
that was made at Whately from 1833 to 1847. So 
far as can be learned, it was as undistinguished, 
and as undistinguishable from the product of scores 
of contemporary potteries, as the red ware. But 
when we come to a specimen of the work produced 
at such pottery, bearing unmistakable evidence of 
its origin, marked and dated, and of such marked 
individuality of workmanship that we learn from 
it something of the craftsman who made it, we 
are stirred by interest of a wholly different kind. 
Take, for instance, the extremely interesting old 
cider-pitcher illustrated in Plate No. 56. Presum- 
ably this grotesque jug was made to hold cider. It 
was found in 1924 by Frank MacCarthy, Esq., 
then living at Northampton, Massachusetts, but now 
in business in Cheshire, Connecticut. The jug is 
slightly over seven inches high and is of about the 
same width across the front at its widest part. It 
seems to be made of the same clay as the light stone- 
ware of the period, but to have been fired at the 
lower temperature of ordinary earthenware. The 
face is in the light gray stoneware color, but other 
portions are decorated with color and gilt, the latter 
almost certainly applied long after it was made. 
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The colors used are red and dark green, and were 
apparently applied to the biscuit, which was then 
refired. 

The grotesque face is crudely enough modeled, 
to be sure, yet it suggests a certain native talent for 
sculpture. Whoever made it was not aiming at 
a likeness, but rather at a caricature, a brutal satire 
perhaps. Somehow it does not seem to be American, 
or Anglo-Saxon, in conception or execution. Yet 
it bears some resemblance to others so numerous as 
to constitute a type. It will be noted that the side 
and back views show a jug of good shape, well pro- 
portioned, with sprays of rose, thistle, and shamrock 
in relief, quite admirably modeled. What are we 
to make of the union of the graceful design along 
conventional lines with the crude passion of the 
caricature? 

It seems quite clear to the writer that originally 
this was a graceful jug, copied from an English 
model beyond any doubt, a fact evidenced by the 
use of the rose, thistle, and shamrock. After the 
Act of Union linking Ireland to Great Britain in 
1801, the use of these three emblems in pottery deco- 
ration was fairly common. It is quite likely that 
it was used by the early Lambeth potters, for ex- 
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ample. Whatever the history of the original de- 
sign, it seems quite clear that some one had made 
a jug from a good model, and that, while the clay 
was still wet and plastic, the front of it was changed, 
deliberately distorted into a satire. It may have 
been the potter himself who, mastered by some 
impish impulse, changed what was meant to be 
a graceful jug into a grotesque jest. It is easy 
to imagine that some accident occurred to spoil 
the front of it, and that he had permitted himself 
to play with it before returning it to the clay- 
pile. 

It is even more probable that some other person 
than the actual potter who made the jug was respon- 
sible for its ultimate shape; perhaps some appren- 
tice was led to try his hand at modeling, evolving 
a design as he went along. Every old-time potter 
could tell of strange things made by themselves 
or their friends in apprentice days. In every pot- 
tery town where the industry goes back to the days 
when old methods prevailed, before the disciplines 
of modern systems of management, one will find 
evidence of the habit of playing with the clay, of 
modeling queer, fantastic, and sometimes obscene 
things according to individual fancy. It would be 
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quite a natural thing for an apprentice to make a 
figure of this sort. 

Unfortunately the photographs do not show 
clearly the rather elaborate inscription. Across the 
forehead, impressed in the clay, is this legend: ‘A. 
Friend. To. My. Countrey.’’ On the left cheek, 
also impressed in the clay, are the words, “E. G. 
Crafts, Whately, Mass.” On the right cheek, like- 
wise impressed, is the political sentiment, ‘““O. The. 
Dimmocratick. Press.” Across the chin and lower 
lip, impressed in the same manner, is the proverb, 
“United Wee Stand. Divided. Wee Fall.” Be- 
neath the handle, on the back, is the date, 1833, 
not impressed in the clay but, significantly, in gilt. 
We may hazard the guess that this date was an 
afterthought; otherwise it would have been im- 
pressed; possibly it was added years after the jug 
was made, when it had become a matter of some 
interest to record it. 

That the jug was made at Whately, in the Crafts 
pottery, either by E. G. Crafts or by some other per- 
son who placed his name upon it, is certain. That 
the date now on it is correct can be taken for granted, 
whether it was placed there at the time or not until 
long after. It seems fairly certain that the political 
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sentiment expressed has some reference to Jackson’s 
second election, since the Crafts group were noted 
Jackson Democrats. The name on the jug is that 
of Elbridge Gerry Crafts, son of Thomas Crafts, 
the owner of the pottery. This son was nineteen 
years of age in 1833. Like his father he was a pot- 
ter, and he learned his trade in the Whately shop. 
That he made the grotesque face and inscribed it, 
seems to the present writer altogether likely. 

This view is not shared by some other collectors 
whose views are entitled to respect, nor is it shared 
by members of the Crafts family now living. They 
say that tradition credits Thomas Crafts with being 
a potter of exceptional ability, while his son, El- 
bridge Gerry Crafts, is reputed to have been simply 
an ordinarily good potter. So far good and well. 
They next assume that only a potter of extra- 
ordinary ability and skill could have made this jug. 
With all deference to those who hold this view, it 
should be said that it is quite baseless. Granted that 
the back and sides display good workmanship, even 
that does not attain a height beyond the reach of 
a “good potter.” The front is crude, and there is 
nothing in the modeling which an apprentice might 
not achieve. Even if we were to admit the exag- 
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gerated view of the merits of the conventional parts 
of the jug, and the skill required to make it, that 
would not militate against the theory that young 
Crafts fantastically changed a piece which had been 
made by an older and abler potter, perhaps his 
father. That the father made it, that he did work 
of such excellence on one side and of such crudity 
upon the other, does not seem to be tenable as a 
theory. 

We must not forget, in trying to estimate this 
strange piece of craftsmanship, that grotesqueries 
of the same general character were commonly made 
in the small potteries of an earlier day. We shall 
have occasion in a later chapter to discuss the whole 
subject of caricature and lampooning by our early 
potters. For the present we can only ask the reader 
to compare the three examples illustrated on Plate 
No. 61 with the Whately jug. 

Mention has already been made of that famous 
English potter, James Clews. There are few names 
that are better known than his among the Stafford- 
shire potters of the early part of the nineteenth cen- 
tury. He has been long regarded, especially by 
American collectors, as a great and extraordinarily 
gifted potter, but a somewhat critical modern 
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scholarship tends to modify that estimate consider- 
ably. His great reputation arose largely from the 
extraordinary popularity and vogue among collec- 
tors of his extensive series of earthenware plates 
decorated with deep blue transfer prints. His 
Syntax and Quixote series are sought and prized by 
collectors on both sides of the Atlantic. Among 
American collectors the designs depicting notable 
American historical events, scenery, and buildings 
are perhaps still more highly prized. Neither the 
quality of the ware itself nor the rich coloring and 
excellent printing of the transfer-printed decora- 
tions were surpassed by any similar product of his 
time. When so much has been set down to his 
credit, however, it should be noted that Clews did 
not originate this type of decoration. The four 
Adamses, the Woods, and the elder Stevenson had 
all preceded him in this field. They had all pro- 
duced American views in blue transfer-printed 
earthenware. When James Clews succeeded Andrew 
Stevenson at Cobridge in 1818, he had to continue 
an established business, with an extensive market. 
In reality he originated very little. 

Although he was credited by his contemporaries 
with being a resourceful and highly successful busi- 
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ness executive, Clews was compelled to close the 
Cobridge works in 1829. He came to America and 
made a new start. At Louisville, Kentucky, a pot- 
tery had been established by the Lewis Pottery 
Company, in 1829, for the making of cream-colored 
earthenware of a good quality. The original in- 
corporators were joined by Vodrey and Frost, who 
for some two years had been in business in Pitts- 
burgh, Pennsylvania. After two or three years, 
the other proprietors having withdrawn, the busi- 
ness was carried on by Jabez Vodrey and Jacob 
Lewis. They were operating the business, success- 
fully, though on a modest scale, when Clews ar- 
rived on the scene in 1836. 

He was a man of considerable charm of manner, 
notably well educated, and a good talker. Added 
to these qualities there was the great prestige he 
possessed on account of the extraordinary popularity 
of his blue transfer-printed wares. That such a man 
should have inspired the confidence of enterprising 
capitalists is easily understood, and there is nothing 
surprising in the fact that he soon succeeded in ob- 
taining financial backing for the establishment of a 
new pottery on a large scale at Troy, Indiana. The 
Indiana Pottery Company was incorporated by 
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special act of the Legislature of that State on Jan- 
uary 7, 1837. The Lewis Pottery Company was 
absorbed in the new concern, though Vodrey with- 
drew from the latter at this time and remained at 
Louisville, carrying on the pottery. 

The history of the Troy pottery is perhaps the 
principal reason for challenging the long accepted 
estimate of Clews as a potter of extraordinary 
ability amounting to genius. He had confidently 
asserted that from the Troy clay he could produce 
white ware, including stone china, of a high quality 
equal to the best produced in England. The nearest 
approach to this standard was a rather muddy white 
earthenware of low grade, not equal to that which 
Vodrey was making at Louisville. So unsatisfactory 
was this result that in a little while the manufacture 
of this type of ware was abandoned and that of com- 
mon yellow and Rockingham substituted therefor. 
Plate No. 51 shows a specimen of the early white 
ware made at Troy under the management of Clews. 
It is owned by Mrs. Rhea Mansfield Knittle, of 
Ashland, Ohio. 

None of the Rockingham that was made at Troy 
was marked, so far as the writer has been able to 
discover. He has seen pie-plates, soap-dishes, and 
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cuspidors which were said to have been made there, 
but there was not in any case sufficient evidence te 
make the attribution authentic beyond cavil or ques+ 
tion. It can only be said that if the articles in ques- 
tion were made at Troy, and were fairly typical, 
the standard set there was astonishingly low, for the 
quality of the ware, both in body and glaze, was 
decidedly inferior to that of the average American 
pottery of the period. After about two years Clews 
gave up and returned to England. A great deal of 
money had been lost in the enterprise, and his finan- 
cial backers were dissatisfied. Jabez Vodrey was 
then persuaded to close his pottery at Louisville and 
assume the management of the Troy concern in the 
place of Clews. Vodrey moved to Troy in the spring 
of 1839, taking his best workmen with him. He 
carried on the business until 1846, and then it was 
abandoned for lack of capital. 

Thus ended the ambitious experiment of the 
famous English potter. What were the reasons for 
a failure so complete and an achievement so trivial? 
Many excuses are offered: the workmen were in- 
competent; they were intemperate and unreliable; 
the clay was not good enough by itself, and the 
cost of transporting other clays to improve the 
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quality of the paste proved excessive. These and 
many other explanations of the failure are offered. 
Summed up, they amount to a demonstration of the 
fact that Clews was not big enough for the job he 
had undertaken. It was one thing to enter an estab- 
lished business and continue it, even to improve it, 
and quite another thing to undertake a new enter- 
prise under wholly different conditions. In Co- 
bridge Clews had worked with materials which had 
been tested by many years of actual experience; in 
Indiana he found the English formulas and methods 
impracticable, and he lacked the ability to make 
the necessary changes. 

With the exception of the great and epoch-mark- 
ing achievements in porcelain-making which have 
been barely hinted at, we have outlined the principal 
features of the advance made in the ceramic industry 
in this country during the early part of the nine- 
teenth century. The porcelain makers and their 
contribution to the development of the industry we 
shall consider in a chapter devoted to the subject. 
Even then the total result will not be a complete 
history. Some collectors will seek in vain for names 
they have encountered, for detailed information con- 
cerning local potteries of which they have heard, 
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or which are represented in their collections. We 
have not attempted to write a detailed history of 
the pottery industry in America, however. The 
historical sketches given are intended simply to help 
the collector to comprehend the general develop- 
ment of American ceramics, so that he may under- 
stand his hobby better and derive greater pleasure 
from it. 

If the reader will take this broad sketch of the 
main lines of the development of American ceramics 
during the first half of the nineteenth century, and 
the special chapters embracing the achievements of 
the same period, supplementing these with the data 
contained in the chronological lists, he will find the 
task of classifying his collection, and of determining 
the probable origin of many specimens, greatly sim- 
plified. And that, the writer believes, is all that 
can be successfully undertaken in a handbook of 
this character. 


[212] 


a1BMIU0IG 
JIVMIUOIS PUB 2IEM pray 
a1IVMIUO}S PUR IAeM poy 


aIeMUsY We 
aIBMIU0IG 
a1eM poy 
a1eVM-s usanb 
‘gIBMIUOJS PUL IIEM pray 


Aep Aoqury ‘og wo 

apew ‘poeze[s-1[es ‘a1eMauo0jg 
SIIVM OJYJLISS 

pue pazeiosap-dijg 
SaIVM OUPRIdS 

pue pajeiovap-dijg 


SIUM OWLISs 
pue pazeiooap-difg 


S}jely sewoy ], 
uoway qoorr 
uojuay ueyeuor 


TP“PI2D 349" % ‘ser 
ployuepy ovesy 
saivig wepy 


ULUIPOO AA JaNUIEG 


IOUT AA ULA —— 

uosduioy yy, “AA uyor 
(uewpeazy 192g osTe) 

uvulpeazy uyor 


qouuidg prarq 


"sseyAy ‘ATOIVU AA ZOQT 
"A CN ‘uoqsurping TOSI 
‘IA “Jesiog TOgT 


(79417) 
o1yO ‘TyeUUTOUIy IOgT 
‘uu0y ‘pilose yy Oost 

‘uu0g ‘uoIUTUOIG OOgI 


3A ‘Aouapnog OOgI 
LN 
‘(a][IAsqaqioFy 
MOU) IPlIg PIO OOgI 
PE AEA 
‘UMOJURSIOJA oogt 
‘eg “Og syong (v9129) 
‘TH 2°" OOgt 
‘ed “09 
syong “P1oz tN 
*Y2a1Q) MOTTA OOgt 


av yy fo sagk ZT 


IUD NJ 


IId aqvq 


SYXLLOG AUNALNAD-HINGGLANIN[ ATUVY AO LSIT TVOISOTONOUH, 


en 


199) 
ee 
A 


— 


ITBMIUOIS 


aIVM pajviovap 
-dijs pue avm poy 


WEMUIYIILA 


IIVMUIYIIC YL 
dIveMoauo}sS PUR WIeM pe 


IIBMIU0IG 
Solem 
ojyeiss pue paye1ooap-diyg 


JVM poye10dap 
-dijs pue a1vM poy 

a1eM pol pue 
IIVMIUOIS PIZEIS-I["G 
IIEMITOIG 

Akep Soqury ynog woz 
IIVMIUOIS PIZLIS-I[BG 


aw yy fo saga I 


S}J9T BY JUIL AA 


LYST] ‘SOUT, 
SIOYOIA 

uyor pue sewoy ], 
(uewprapyy sopieyg 

Os[v) URUIPEazyyY MoIpuy 

ppne “] urewionN 

Speed 


TIppnog sosoyy 


Ssoly) 19}9q 


Sot Ore 
seding year 


dT Saas 


IUD NT 


"C'N ‘Koquy yanog —Logt 


ory 


“Od uosisyI¢ 


‘aTpIAuaqnayg Logt 


"eq “Od JoqsayO 


‘PURTYA 2A OT 


‘eq “og syong = (72129) 


TH 3*o" gogt 
IA ‘uo0SuIpIng gogt 


o1yO “0D purty 
“YStH “o10qsq TH 
DUEPIT 


gogt ra 


+ 


suoT ‘uojsununzy go-Sogt a 


oro 


“Od uUosIsHIr 


‘a[[IAUaqnaig Sogt 


“UU0D ‘Plof UEP] Sogt 
"H CN ‘uomvosog bog 


"CON (Copptacrseg 


MOU) Jnoqepunoy TORI 


IID] d 


2q0q 


i 


dIVMUIYIC 


dEMUIYIILA 
dIBM-S UIINC) 
dIBMIU0IG 


IIVMIU0}S PIzE]3-3] eg 
dIVMUIYIII 
pezes yoelq pue pay 
d1VMUIYIIES 
peze[s yoryq pue poy 
dIVM poye1ooep-diys 
‘QIBMUZYWVI MOTIZA pu pay 
IIVM-S UIINC) 


IVMUIYUL| 
dJVMIUO}S PUL IBM poy 


aw yy fo sadk I 


dOUe A Jopuexo[V 


ynqepnoy Aruazy 

8U0g Soyo A sewoyy, 
uewysny [neg 

InowAag ]IvIs] 
Uosp[euoy 2 AsuUIg 
Aumo][nyy ureydeg 


UBATTING enuesg 
193301 7 IIPUBXITV 


euTy dipyg 
uoWIT Joqqay pieyory 


IUD AT 


‘eq ‘oloqsuaai4y 60g1 
uMOoUuy 
JOU UOT}LIOT Seg 
“og Arawos UOT, 60g 
"eg “Od Ja3sayg 
‘uojsuTUMO(T 60g 
(Logit Ayqtssod ) 
"A ON ‘Aueqiy 6ogt 


"AN ‘ory, 60g1 


erydjaperyd Gog 
erydjapepiyg 60g 
Ory “eTTIAsaueZ, 898! 
erydpapetyd  — gogl 

‘eq “OD syong = (79122) 
‘aT [IASIaAIey gogt 
3A ‘Ainqsuyor ‘1g gogi 
III av 


Cs 


(Pay) 


iva 


eo 


AN 


— 


dIBMIU0IS 


dIVMUIYIILY 


IIVPMUIYIIE 


IIEMIUOIG 
dIBMUIYIIVI 
avy pue pal uoWWODg 
weysulysoy ‘aieMusyiiea 
peze[s yoejq pur poy 
_.Bulys-au0gq,, ‘Ajqissod ‘pux 
IIVMUIYIIVI PIIV1OIIP IUTT 
IIBMIUOIG 
WEMUIYIIET 


IIEPMUIUIIE 


aw yy fo sag I. 


J[epooy paturq 
(Apry 

uyor Zutpasoons) Yorn ydasor 
(19330d ueurfauinofl Jo 


Jojatidoid eB sayjJIyYM UMOUY 
Ajaatysod jou) sapjog yorrurazy 


Jaisoy, ydasor 

_ ieee qeleg 

step svwoyy, 

Seyfo1q patueq 

ppne "] uewi0on 

SoU TINS2 spe ve yee 


(Tloyg qooep osye) 
TlOWs PeyTTA 


JUD NJ 


ese ‘Apaiey ad (% ) STQT 


ed 
“og A1aWOS UOT 
‘eTuooUeL S1gt 
eg ‘Ayuno) sylog PIgt 
or40 
‘yao, uLYyIeUOL VIgt 
"3A ‘Ainqe1pplAl cIgt 
viydjapeyq zrgt 
erydyepepiyd It-O1gt 
“A CN ‘owoy OTgt 
eiydjapepyg  — O1gt 
eq 


“og Arawosju0y = (V2429) 
og $1a[A J, OIgT 


a0] d avg 


[210] 


JIVMUSYUEY 
IEMIUOIG 


aIVMUIY Wey 
eM 
auYyM pue saeMuoyqee pry 


JIVMUYWE 
aivm ood 
-I9AT'T JO UOTJLUWI JY} UT 
IIVMUIYILI PI10[OI-WIeIl+) 
weysuryooy ‘areM 


JOISN] IIATIS ‘IIVM-S UIZING - 


uleaoiod a3sed-pieyzy 


dIVMUIYIIEY 


IIVMUIYIE 


aww yy fo saga, 


Sulliayy uyor 
ee 


siapueg uyor 


uMoUAUN 19}}0g 


qraqiy Aruayy 


SexI9g “D) placed 


T9(TN EUeIGYy 
Peon +O 

uapnig 

uyor fq pesmnboe sa3e] A12330d 
fuMmouy jou 10ja11doid [eulsuO 


uosUTysINF, WerTTLAA 


IUD NT 


‘eq “OD syong 
‘UOXTIWUIBYIONT OT-QIRI 


“AN ‘OQ ~~ 6Igt 
uMOUy j0uU UOT} eIOT 
£yno1}09UU0ZD Ligt 
‘HN ‘401p ee Ligt 
"eq “0D YysIyaT 
‘UMOUITTV gIgt 
eiydppeyyg gIgt 
viydjapeptyg Ig 
Aug YOK MIN QIgI 
"PCN “WieqezITA gigt 
(92.419) 
‘tA ‘Ainqsuyoe 3g = Sgt 


IID] dq 


aq 


IIVMUIYNEY 


IIVMUIYILEY 
JIVMUIUIICY 


JIVMUIYNLY 
IIVMUIYIIVI PUB IIBMI0IG 


JIVMUIYIIVY 
IIEM paye1oIap 
-dijs ‘aiemMusyjuiva pur poy 
UMUC 
Szgi 03 dn aiem 
ayyM pajiodun paerosaq 


adoy 


pueiqepliH, I1epely 
19]32] ure (usg 
JOARIAA WeYRIqy 
‘0. Y UOWON “TJ 
PPXOL], Tanwes 


Aping wourojog 
Suog ® siayoIA uyor 


IHN], STA “WA 


°e 
“09 neers (09.119) 
‘sorapary S$P-SzgI 
ed 
“oy Arouosjuoyy = (9222) 
10g $s JaTA SZQI 


PUCeL 
SuoT ‘uojsununyzy Szgt 
‘eg “Og sysong 


‘uoxIwvyION $7-bzgI 
‘A ‘uo}ZuIUUeg  €7gI 
‘eq 
“og Ar1gUIOSI UOT, 
‘raaouvpy saddq ezgt 


oy “weuing —— OzBT. 
‘eq ‘a][tasuory OzgI 
(09412) 


erydyapepyg oz 


aw yy fo sagkT 


IUD AT 


III d 310 


cee 
e.@) 
N 


—— 


SI1VM JIYIO pUe Ule[I010g 
aIVMIUOIG 

IIBMIUOIG 

JIVM po}e10I2p 

edi[s ‘a1¥M pal SaIBMaUOIG 
IIVMIUOIS 

JIVMUIYIET 

ILMIUOIS 


SIVMUIYWLY 
dIVMUIYIILY 
JVMUIYIUILA 
JVMUIYIILA 

IIBMIU0IG 


IIVMIUOIG 

uleaoiod a3sed-pivyy 
uleyaoiod a3sed-piey 

pue ‘aiemauojs ‘aleMusy Wed 


al yy fo saga I 


Cee st ee 


(sewoyy,) ewney 
% (sa WM) PPnL 
eA ON 
ES Fs ae 


jasulwsuq “VY 
gory siedsolg 
ysO1q 2 AdIPOA 
quia “WA 
(192219 NT 
petjads osye) sJasslany qoovr 
uUlOFY janueg 
apyjooq wy sSo]jay ‘uoyeug 
Teqdwueg unsne 
uo}uIIe EY “LL 


Aaping 
soon ST “AAA 
‘O*:) WIVMUIYWEY 
RY urepaoiog Aasiae 


IUD NT 


erydyapeld 

ee Nea 

o1yO ‘ppeysuridg 
o1yO 

‘yaalgQ) UvYJeUOL 

o1yO ‘weujyng IvIN 

‘eg ‘ysingsiig 

‘PIN ‘a10umaeg 
eg “Og sHoNng 

‘oT [TASIoAIeD 

‘eg ‘UMOWOTILV 

“KN ‘wD 

“AN ‘eo 

“uU0Z ‘ploFUVYy 
o14O 

BulpieIg JUNO] 


eryd papery 
"PN ‘Aug Aasiae 
990] dq 


[219] 


dIBMsUOFS pue dIPMUIYNEY 


S21VM IIYIO PUL UTe[II0g 
I1IBMIUOIG 


sIEMUIUILEY 


IVMUIYWE 
dIVMUIY UE 

aiem [[Iyduapy 2 19y¥ON |, 
94} SUI[QUIASaI UTeTI0I0g 
IVMUIYILI PI10[OI-WeIID 
a1BM MOTI 

IIBMIUOIS 
pue ‘sivMusyiies ‘ulels010q 
JVMUIYIIEI Pu IIEMIUOIG 


sIBPMUSYUIICY 
IIEMUIUIIEY 


aww yy fo sagk I 


(4) qeueq “JT “a 

(ydesoe edpne) [ryduieyy 
y (SHI “MAA F3PNL 
Allag °G plojurs 
Aagui0o0 J, YOU ]IF 


uosuyor ydasor 
uuryy uyor 


OD) ® aly “YIU 
"og Aronog stmaT 
yooourpy uyor 
uossopurfy “f° 
UOWION “T 

aseN uyor 

d100J PreyTy 


aUv NJ 


‘JA {xvjEy 1g 


erydyepepyg —- 1g 
"KN ‘AOL, 389A IEgt 
‘ed a6) syong (09119) 


‘peajsuin{g Ofgt 

‘eg ‘(auroysueq)  (v2419) 
‘o10q2]73V ofgt 
‘PCN ‘Aemyey otgi 
viydjepeyd og 
‘Ay ‘aypiasinoy =—-: 6zg 
"PN ‘foqury ‘og 6zgI 
"PON ‘Attg Aasiap =—- Oz 
‘JA ‘uoWuUIUUIg Qzgl 


‘td 
“og A1aWIOSIUOT 
10g staf], 67-gzgt 
‘eq “oj syong (72.12) 
‘aT TIASIOAIe,) SzgI 


20] d a0] 


— 
e) 
Qa 


AN 
a 


UMOUY JOU UOT} 
-v00] WVKI fe 


dIVMUIYNLY Jasuurey “y peso “oy Aramosiuoyy Sb-SEgt 
olyO “oD aukeAA (09112) 

persa0d-dijs ‘aivm UMOIG uos]noy “Ss ‘umojsa[f0q S€gt 
(02412) 

dIVMUIYNEY uf[wefZy 231095 ‘PON ‘uojspug S€gt 

JIBMIUOIG Te (H UMpy olyO ‘ppysutidg S€gt 
(09117) 

IIBMIUOIG urs2pog *f o1yO ‘WeuIng IvaN SEgt 


(y9419) 


IIEMIUOIG Z00J o1lyO ‘weujng 1evIN Segt a 
IIVMIUOIG INGTAA SeUOYT, olyO ‘Weujng IvaN veg1 & 
IIVMUIYIIVI PUL I1VMIU0}G u0g ® UOWON “T ‘JA ‘UOWuUIUUEg Clgt 
weysuryo0y 
SuIpnypour ‘aiveMusyUed Sivpy sewoyy, pue ssuve eiydpapeiyg Clgt 
JIVMIUOIS 
pue sivMusyiivas ‘ule[II0g 09 ‘STINK Aronog uvoewy "PON ‘Arg Aasioe €Egt 
‘eg “Od syong 
JIVMUIYIULY Tyatq 21025) ITH oy Je9N 7EQI 
SdJVM I9YIO pu UTe[II10g Irydwepy ydasor eiydyapeplug zEQl 


aiv yy fo saga, JULY AT 901d aq0q 


ulvpao10d aysed-330g 
MoTTaA 
pue weydsuryoy ‘aivMau0jg 
IIEMIUOIG 
IIVMITOIG 
IIBMIUOIG 


J1¥M MOTI A 
weysUlypoy 

pue ‘oiem MoT[PA ‘91eMIU0}G 

JIVMIUOIG 

aIVMUIYy Wey 
aIeVMuUoyIIee 

Jayjo pue wWeysulyoy 

S2IVM 19Y}0 pUk Ule[II10g 


ITEMIUOS 
IIBMIUOIS$ 


IIVMUIYIIEY 


Jaynog *f sapivyD 


su0g BR T[PPpuedt 

wWe][e@H  vosmoP_T 

suIssIFT — 

yooouvfy Yolsepeaiy puw uyor 
(sulvay 

Auoyjuy yy) yeuusg sowmesr 


LEP teeth 
Ted ydesor 
og AronIog BULIpUyT 


Pesatdg ovesy 
Jeyon], sewoy T, 


SUIALRFT [INUILG 
Aatsry Aeupis 


AaBiog urwelueg 


av yy fo saga J, 


7 a 


JUD AT 


erydppeyd  ——ovgt 

(79.219) 
o1lyQ ‘MeuUTOUID ovgt. 
olyC ‘a[[Asouez orgt 
olyC ‘purlPar{a orgt 
‘AY ‘oTpLAsino'y org 

oO 

‘joodiaary seq 6fgI 
o1yQ ‘BeuuDuIQ  —-« HOEgI 
oly ‘weujng ean Qcgt 
‘puy ‘Aory LEgt 
erydjapepyg  —- LEgt 
eydpepepyg Legt 

(09117) 
olyO ‘weujng 1vaN gegt 
‘UU0D ‘YOTIMION gfgi 


uMOUY 30U UOT} 
B00] peKI “eg = (v9412) 
“og Arow03uoyy SP-SEgtI 


201d 20q 


[2223] 


WeYSUIYOY puv I1VM MOTIIX 
IIVMUIYIIVI Fo 
sad4} iayj0 pue weysurspoy 


weysuryv0y pue s1eM MOTI A 


weysulyooy pue MoqT[a x 

IIVMIUO}S PIze[s-1[eg 
weysuryooy 

pue ‘aivM Moreh ‘aremauoig 

ALMUIYULY pur aivmauojg 


weysulyooy pur MoT]a x 
IEMUIYIICA 
seMUIyeT 


weysuly0y 
pue aIeM MOTI x 


‘asso 


(uyor pure ‘sewoyy 
‘Janweg) ‘solg [[exoIg 


Yoo [[euseg ‘y 


“SOIq WIUUI 


uIMpooyy uyor 
IPA Janwueg x» uow0jog 


Aatwoig ‘wi MM 
UOWION snipne 


IRI 3yeg 
vIZUlyY — pue s100;4, — 
uUeWITWeg — 


Joyieyy ulwelueg 


oO 
‘joodiaary yseq br 
(99419) 
erydjaperyg = Vhgt 
“eq *(ysing 
“Silda tiabepenou! 
MOU) WeYysuIUIg brgt 
OO 
‘joodiaary 3seq brgt 
‘BA ‘Binqselig rasont 
RS) 
o1yO ‘Heuuputg = ebgt A 
IA ‘u0uUIUUAg 1ygt Gy 
ie) 
‘joodiaary seq thgt 


"eq “og syong = (v9122) 
‘umozayend) oS-obgt 

‘eq “og syong = (v2129) 
‘peaisuintg of-obgt 


ory 


‘joodiaary 3seq obgt 


ee 


aww yy fo saga]. 


JULD AT 


2201 379 


IIBMIU0IG 
sadid-oo0"qo} puv a1vMszu0ig 
aIVMUIYIILI 
pelojoo pue ‘weysurypoy 
pue mo7ad ‘areM-s us9NnG) 
IIBMIUOIG 


peyeiooep dijs s1vM UMOIgD 
weysuryoy 


pue ‘orem MoTTa£ ‘JIBMIU0IG 
sIVMUIYIUCY 
a1B@MIU0IG 
JIVMUIYIUCY 
JIVMUIYIIVI po}e1odap-diqs 


 pue aivmuoyjiea paze[s pay 
JIVMIUOIS PUL IIVMUIYWL|] 


Greqrtg uyor 
pur inzeayq YUM) WNWO J93TBA 
Tete fA Pee ee 


youueg UlMpy 
Aaping 191]9ze'T, 

uos}noy “Ss 

Woog 231025) 

wumniysg — 

qioyg “] wWepy pue “y wepy 
LITA, wensiyD 


ayenQoyy, Aruszy 
U0}UIT 2 UoWON 


“ssvy ‘PPUUSV “OS LYgt 

ory ‘Ainqatppr == LPT 

“PIN ‘erewnyyeg grgt 

o1yO ‘TTAsyoo1g = bgt 

oryO “OD 

auke AA ‘193800 AA grgt 
oryo ‘neuupuy —-ghgt “+ 
‘eg “OD sysong ro 


‘peaysuntg gb-SPgt — 
o1yQ (v9.29) 


2 ee Se eee ee SS SS See 


aww yy fo saga, 


IUD AT 


“oO yIvig ‘uojURD S¥gt 
‘eg “OD sysong 
SuIeWIGD MONT Svgt 
‘eq “Oy uouRgeT 
‘uMOSIIATA, ILIN SPgt 
‘JA ‘uoIuIUUEg S¥gt 
avid aqvq 


a ee ee 


MOT]PA pue WeYysuIy0Yy 


wet{q eWioay 


Oly ‘aTpiAsouez 6rgt 


IIBMIUOIG OD) ® saisoyq “WT o1yQ ‘uoIyy 6rgI 
IAoT sewoyy, ‘“f ‘N ‘Aoqury yinog 6rgI 
(09 ¥ 
aSpl]UeD ‘seyg sv) uosnd1a7 purys] 
suojjnq ulejaiog ‘G MeqiH RH eSspipieg ‘sey suoT Quiog usayg grgt 
adAy 
WeYysUIyIoYy jo semMuUIyIey SYIOAA Jopueule[eg Ayig Y10X MaN grgt 
oO 
weysuIyoY pue MOTTIX A2dIpPOA ® PIVMpooAa ‘joodiaary yseq gregt 
d1eMuUsyyIea 
palojoo pue ‘weysurys0y 
pure Mojyat ‘arem-s usand Wag “MA RT ‘PIN ‘ai0wneEg grgt 
sIEMUIYIE PFTOAA WIEITIT AA ‘UUs |, ‘aT [IATUNOT grgi 
td 
“og Arow03yu0y, = (99.229) 
dVMUIYUET oqaig, — ‘raaourzy soddq $S$-ghgt 
eq 
“oy ArgWOS UOT 
IIEMUSY IIE sung — ‘Sinqsuusg Jeon Lygt 
av yy fo sagk T aULD AT 201 dq aqvq 


ea 


Ww 
N 
N 


al 


aIVM MoT[aA pure WeYysuTyoyY 
JIVMIUO}S PIZP[S-3[eS 
IIVMIUOIG 

alvM WeysuIypoy Ul suoWNg 


I1BMIU0IG 
weysuryooy 
IIBMIUOIG 
diem Weysulyoy 

ayueis 

ayIYyM pue “patojoo-wWieII9 
‘moT[af uourwos ‘WeYysuUTy0y 


av yy fo saga], 


pyeq Woqlay 
pur ysiayey yooug 
Jouysnog Jepuexs[y 
Aping ‘gq wopi0y 
1304 MA “CT PUP ITH &SV 
UOHION “HU ¥ L 


sdiypiyd 10 
JOATBAA 951095) 
SuIppg 2% ssunsey 
snuipey — 


suog ® 309g ad10a45) 


IUD NT 


oro ‘Ainqa[PPIIN 
‘Bq ‘O10qsus2145) 
o1lyC ‘197VMIV 
*UU0Z SY[VMION “OS 
1A ‘uoISuIUUIg 
(Surpuey 
$,UOSTT AA 
Ivau) BIUISITA 
"KN SAOLL 392A 
“sstqq “PPUYSV “OS 
"f N ‘foqury 0g 


o1yO “HeuULULD 


a ere Ce EE 


CHAPTER VIII 
THE PIONEER PORCELAIN MAKERS 


Iw a preceding chapter reference was made to the 
year 1825 as the opening of “the era of porcelain.” 
That phrase may be challenged by some meticulous 
critic, and so it may be well to anticipate the chal- 
lenge and disarm the critic by admitting that the 
phrase is not scientifically accurate, being something 
in the nature of a compromise with reality. There 
was no transition such as the phrase might seem to 
indicate; earthen wares of the old type were not 
displaced by the new translucent ware. In point of 
fact the manufacture of the new type of ware, and 
its general use, occurred simultaneously with great 
progress in the manufacture of the opaque wares. 
All that is meant is that beginning with 1825 there 
was a period in which the manufacture of porcelain 
in America passed from the stage of laboratory ex- 


| [227] 


Early American Pottery and China 


periment and became an important factor in the 
ceramic industry. 

It is said that early in 1825 some French artisans 
began to make porcelain at Jersey City, but diligent 
inquiry has failed to elicit anything concerning 
these men. Even their names are unknown. In 
1878, when Miss Jennie J. Young wrote her really 
great book, ‘““The Ceramic Art,’ she possessed a 
small bowl with a gold band round the outside of 
the rim, which she said was made by them. The 
present writer believes that her bow] is the same one 
that ultimately found its way into the Trumbull- 
Prime Collection, with the attribution, “Jersey 
City, 1825-” 

If French artisans were the pioneers, it seems 
certain either that they were simply employees and 
not owners, or that their connection with the enter- 
prise must have been exceedingly brief. The first 
owners of whom there is any record were not French- 
men. They bore good old American names sug- 
gestive of New England. On December 10, 1825, 
under an act of the New Jersey Legislature, the 
Jersey Porcelain and Earthenware Company was 
incorporated, the incorporators being George Dum- 
mer, Timothy Dewey, Henry Post, Jr., William W. 
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Shirley, and Robert Abbatt. There is no evidence 
that any one of these men was a potter. It is fairly 
safe to assume that had any of them been potters 
their names would have been encountered in con- 
nection with some pottery or other during the ensu- 
ing half-century. For this reason the writer believes 
that they were connected with the enterprise solely 
on its financial side, as owners, and that the actual 
potters were the French artisans already referred to. 
It appears that the pottery had been in operation 
some time when the incorporation took place. Prob- 
ably the Frenchmen found themselves obliged to 
secure financial backing, as so often was the case. 

In 1826 the silver medal of the Franklin Insti- 
tute, Philadelphia, was awarded to the Jersey Porce- 
lain and Earthenware Company for its exhibit as 
“the best china from American materials.” That is 
evidence that the pottery was turning out a product 
of high quality, at least equal to the best made in 
America at that time. Philadelphia was the prin- 
cipal center of the industry, and the award of the 
Franklin Institute proves that the Jersey City 
establishment successfully met the competition of 
the best Philadelphia potters, such. as Abraham 
Miller. 
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The product of the Jersey City concern at this 
time included earthenware, both common white and 
common yellow. Its specialty, however, was a hard- 
paste porcelain, of excellent body and glaze, dec- 
orated with gold as a rule. As we have seen, hard- 
paste porcelain had been made in this country 
before that time, but it was now for the first time 
turned out in quantity as a commercial product. 
There has been some question whether the credit 
for first making porcelain on a commercial scale 
belongs to the Jersey City concern or to Tucker of 
Philadelphia, but all the evidence favors the claim 
of the former, though the latter was a close second 
as we shall see. 

From a technical standpoint the manufacture of 
porcelain at Jersey City was an immediate and a 
decided success. Things did not go well with the 
concern, however. There was trouble with the work- 
men, and there was financial trouble also. It was 
hard to meet the competition of the English wares. 
Sometime early in 1828 the manufacture of porce- 
lain was discontinued and production limited to 
earthenware only. 

In the meantime, William Ellis Tucker, a Phila- 
delphia Quaker, had achieved notable success in the 
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manufacture of porcelain in that city. Few figures 
in our ceramic history are of greater interest or 
importance to the collector than William Ellis 
Tucker. He was the son of Benjamin Tucker, a 
prominent member of the Society of Friends. A 
teacher by profession, and by all accounts a good 
one, in 1815 or thereabouts Benjamin Tucker 
opened a china-shop at 324 High Street, later called 
Market Street. His shop stood near where the post- 
office building now stands. He carried on the china 
business until 1822 or 1823, when he gave it up and 
established what was called a “select academy.” 

A man of parts was this Quaker educator and 
merchant. During the period when he was in busi- 
ness as a china merchant on High Street, he built 
a small kiln in the back of his shop for his son, 
William Ellis Tucker. The son thought—without 
much reason—that he had some talent for painting, 
and believed that the decoration of the white china 
imported from England and sold by his father 
offered the possibility of a pleasant and profitable 
occupation. He painted floral and other designs 
upon the white china and fired the pieces in his small 
kiln, to fix the decoration. There is no evidence 
-that he had any special ability as an artist, or that 
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his china decoration was at all notable or praise- 
worthy. On the contrary, there is plenty of evidence 
that he was as bad an artist as it was possible to be. 
There was an engraver of the same name living in 
Philadelphia at the same time, and some confusion 
has resulted. Mistakenly assuming the engraver and 
the potter to have been the same person, some 
writers have attributed to the latter artistic attain- 
ments he did not in fact possess. The two men were 
apparently wholly unrelated. 

The china decorating led the younger Tucker to 
experiment in potting. Using clays obtained in 
and around the city and from Delaware, he made 
simple earthenware utensils at first, and, later, a 
fairly good quality of queen’s-ware. Then he began 
to experiment with kaolin and feldspar, aiming at 
making hard-paste porcelain. He appears to have 
known, in a general way at least, the methods 
employed almost half a century earlier by Bonnin & 
Morris in making’ their bone-china, or soft-paste 
porcelain. His ambition, however, was to make 
natural, or hard-paste, porcelain. Failure crowded 
upon failure, but he persisted until he succeeded in 
producing porcelain of good quality, which, while it 
was not so hard as the best European, he was fairly 
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entitled to classify as hard paste. He used bone-dust 
and flint with the kaolin and feldspar, but not 
enough of the former to remove the product from the 
hard-paste category. 

What he had succeeded in producing was in fact a 
good white ware of considerable translucence, good 
glaze, medium hardness, and capable of standing 
great changes in temperature. In other words, it 
was a fairly good hard-paste porcelain. Having 
accomplished so much in his small experimental pot- 
tery, Tucker decided to embark upon the manufac- 
.ture of porcelain as a commerical undertaking. Per- 
haps he was influenced in that decision to some 
extent by the new enterprise at Jersey City. He 
acquired from the city of Philadelphia the old 
waterworks near the Schuylkill Permanent Bridge, 
about where the junction of Chestnut and Twenty- 
third Streets is at present. He began to erect his 
kilns early in 1826, according to the best accounts 
available, and in October of that year he acquired 
a tract of land containing a large feldspar deposit, 
in Newcastle County, Delaware. Although Barber 
published, in his “Pottery and Porcelain of the 
United States,” under a picture of the old water- 
works, a legend to the effect that it was “Used as a 
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China Manufactory in 1825,” his text does not 
quite bear out the statement, and the present writer 
believes it was not until 1826 that the pottery was 
acually started there. The exact date is only of 
importance in so far as it bears upon the question 
whether Jersey City or Philadelphia is to be credited 
with priority in producing porcelain on a commercial 
scale. 

What appears to the writer to determine this 
point is that whereas we know that the Jersey Porce- 
lain and Earthenware Company exhibited its wares 
at the Franklin Institute in 1826, Tucker did not. 
He did exhibit there in 1827, however, and was 
awarded the silver medal of the Institute. There 
is no evidence of any kind to justify belief that 
Tucker placed any porcelain on the market before 
1827. It would seem to be clearly established that 
the Jersey City establishment was first in the field. 

Tucker was not very successful in the beginning. 
Kiln after kiln was fired without success, and the 
ware that was turned out was cracked or misshapen 
and wholly unsalable. This was due partly to bad 
firing and partly to improper mixing of the paste. 
Thomas Tucker, a younger brother of the enter- 
prising founder, who became his apprentice and, 
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later on, his partner, has given a graphic account of 
his brother’s difficulties at this period, in a paper 
read in 1868 before the Historical Society of Penn- 
sylvania. He attributes the greater part of the diffi- 
culties to the malice of ‘“‘some interested parties in 
England.” In plain words he charges that English 
manufacturers hired a man to obtain employment 
in Tucker’s factory and deliberately to spoil the 
ware. This man is alleged to have surreptitiously 
cut around the handles of pitchers, mugs, cups, and 
the like, while in the green state, before they were 
placed in the kiln to be fired, so that they dropped 
off during the firing process. Another piece of 
sabotage which he is alleged to have practised was 
the secret covering with feldspar of the inside of the 
saggars in which the ware was placed to be fired, 
and of the rings which were used to keep the ware 
off the bottom of the saggar. The feldspar melted, 
and thus the greater part of the ware stuck to the 
rings and the saggars, and could not be removed 
except by breaking. 

With all due respect and deference to the author 
of this story, and to Barber, who appears to have 
believed it implicitly, the present writer believes it 
must be taken with a liberal amount of salt. He 
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agrees with W. P. Jervis, author of “The Cyclo- 
pedia of Ceramics,” that “the story must be taken 
with much reservation.” What is most likely is 
that some workman, rebuked for bad workman- 
ship and perhaps given notice of dismissal, in his re- 
sentment resorted to sabotage in order to “‘get even.” 
It is not difficult to comprehend how, in seeking for 
a motive for such conduct, a suspicious mind might 
either evolve or accept from others the theory of a 
conspiracy by competitors. 

At the annual exhibition of the Franklin Insti- 
tute in 1827 a silver medal was offered for “the best 
specimen of porcelain, to be made in Pennsylvania, 
either plain white or gilt.”” Tucker was awarded the 
silver medal for his exhibit of gilt-decorated china. 
The judges said in making their award, “the high- 
est credit is due to Mr. Wm. E. Tucker for the 
degree of perfection to which he has brought this 
valuable and difficult art.” They went on to say: 
“The body of the ware appeared to be strong, and 
sufficiently well fired, the glaze generally very good, 
the gilding executed in a neat and workmanlike 
manner. Some of the cups and other articles bear 
a fair comparison with those imported.” 

Of course the judges shared the desire of the 
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Franklin Institute to foster local industrial enter- 
prise, and full allowance must be made for their 
mental attitude. It would be a mistake to accept 
too literally their statement that the ware exhibited 
by Tucker bore “a fair comparison with those 
imported.” The collector who makes that mistake 
is sure to be disappointed and disillusioned. Such 
examples of Tucker’s early work as have survived 
are far inferior not merely to the best English 
porcelain of the period, but to any known to have 
been made by any of the reputable English potters 
of the time. The body and glaze are not inferior to 
the average of the English ware, perhaps, a fact 
which shows that Tucker had attained success in 
his experimenting. But the workmanship displayed 
in these early pieces is as poor as the ware itself is 
good. Having in mind the fact that Tucker had 
started with ambitions as a china decorator, and 
had given some time to work along that line, it is 
surprising to discover how very bad the decoration 
of his wares was at this time. 

It was as thoroughly bad as anything can well 
be imagined. Amateurishness and crudity were its 
distinguishing features. Where gilt was used it was 
applied without taste, the borders being badly pro- 


[237] 


Early American Pottery and China 


portioned and clumsily executed. Other pieces were 
decorated—‘‘marred” would be a more fitting word 
—with what even Barber calls “rough brown daubs 
intended for embellishment, but execrable to a 
degree.”” In view of the extent to which coarse, 
commonplace, and even ugly wares of all kinds are 
called “beautiful” and “artistic” by people of 
debased and perverted taste, it would perhaps be 
going too far to say that nobody will ever value 
Tucker’s early pieces for esthetic reasons; it is quite 
safe, however, to say that nobody of cultivated taste 
will ever do so. From the collector’s standpoint the 
piece may of course be a “‘beautiful specimen” not- 
withstanding the fact that it is irredeemably com- 
monplace or even ugly. 

By the year 1828, at the very time when the 
manufacture of porcelain at Jersey City was being 
abandoned, great improvement was attained by 
Tucker. At the exhibition of the Franklin Institute 
in that year he again received the silver medal. It 
is worthy of note that this time the medal was not 
offered for the best porcelain made in Pennsylvania, 
as in the previous year, but for the “best porcelain 
made in the United States, gilt, painted and plain.” 
True, there was at the time of the exhibition no 


[238] 


PLATE 23 Author 
Rockingham or “dark luster” pitcher 


diem WeYSUTy0Yy O1y~O 


aus] * WW DAUM “SAV 


siavjod aarasay U19ISaA4 JO FIOM 


INNUS “WW D9YM “sayy 
SC divid 


JIE MIUOIS Ai N4U2I9-Y}UVI}JIUTU Ayieq 


“4p “UDULILY A mou ‘SAIN ola aLVId 


ee 


PLATE 27 J. B. Kerfoot, Esq. 


Pottery eagle made at Pheenixville, Pennsylvania 
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Stoneware water-cooler, Ashfield, Massachusetts 
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PLATE 45 


Types of American “‘scroddle” pottery 
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Early Connecticut pottery 
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Ohio pottery 
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other pottery in the United States in which porce- 
lain was being made, so far as can be discovered, 
though it is probable that at the time of the 
announcement of the conditions the Jersey City pot- 
tery was still making it. The terms of the announce- 
ment indicate at least an enlargement of the ideas 
and ideals of the promoters of the exhibition with 
respect to this ware. Tucker’s exhibit also reflected 
a great advance. He exhibited one hundred pieces, 
some pure white, some quite admirably decorated 
with gold bands, others with designs of flowers and 
fruits in natural colors, showing good taste in design 
and skill in execution. 

In large measure this great advance was due 
apparently to the fact that Tucker had been joined 
early in 1828 by a partner, who brought considera- 
ble capital to the business. His name was Thomas 
Hulme. He was a highly respected resident of 
Philadelphia. Although the partnership lasted not 
much more than a year, it proved of immense im- 
portance to the development of American porcelain 
manufacture through the increase of the financial 
strength of Tucker’s enterprise at a critical junc- 
ture. The wares made during the period of this 
partnership are generally marked with the name of 
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the firm, “Tucker & Hulme, Philadelphia, 1828,” 


in a three-line inscription, penciled in red beneath 
the glaze. Sometimes the inscription is in four lines, 
the words ‘China Manufacturers” following the 
firm-name. 

When Hulme withdrew from the firm, which 
was sometime in the later part of 1829, Tucker was 
considerably embarrassed by lack of capital to carry 
on the business. We find him trying to secure 
government aid in the form of a subsidy. He asked 
that Congress vote him twenty thousand dollars as 
a reward for his discovery of the secret of success- 
fully making porcelain and to remunerate him for 
making the process public and free to the world. 
At the same time he wanted Congress to impose 
protective duties, particularly on French porcelain. 
In this strain he wrote to many of the leading public 
men of the time, including President Andrew Jack- 
son, to whom in March, 1830, he sent a present of 
his ware. “J was not apprised before of the perfec- 
tion to which your skill and perseverance had 
brought this branch of American manufacture,” 
wrote Jackson. “It seems to be not inferior to the 
finest specimens of French porcelain.” 

At the exhibition of the American Institute of 
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New York in 1831 Tucker was awarded a silver 
medai for an exhibit of his porcelain ware, but 
although he was maintaining the standard of excel- 
lence reached during the partnership with Hulme, 
if not improving upon it, he was greatly distressed. 
In the first place, a strong local competitor had ap- 
peared on the scene. Moreover he was increasingly 
hampered by lack of funds. Congress did not come 
to his aid as he had suggested. Silver medals and 
such prize awards were very gratifying, of course, 
but they were of no use in paying wages. For a time 
it looked as if the Tucker factory would have to go 
the way of its Jersey City rival. Tucker manfully 
struggled along until the early months of 1832, 
when he was joined by a new partner, Joseph 
Hemphill, a former judge of the district court in 
Philadelphia and a representative of that city in 
Congress for three terms. A man of sixty-two, highly 
respected for his character and ability, Judge Hemp- 
hill brought new capital into the concern. More 
important than that, however, was the fact that he 
brought a better capacity for business and a larger 
vision than Tucker had. Within a few months 
from the consummation of the new partnership 
William Ellis Tucker died. The concern passed 
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into the hands of Judge Hemphill, who a short time 
later took his son, Robert Coleman Hemphill, into 
partnership with him. 

Before proceeding with the story of the Phila- 
delphia enterprise under Hemphill, let us take 
notice of the competitor who had appeared, to 
whom reference has already been made. At the 
exhibition of the Franklin Institute in 1830, accord- 
ing to the report, “two beautiful porcelain pitchers” 
were exhibited by a new firm, not previously men- 
tioned in our ceramic annals, Smith, Fife & Com- 
pany. We know very little about this firm, and the 
record of its exhibit of the two pitchers at the 
Franklin Institute is almost the only contemporary 
reference to its work. It is said that a well known 
Philadelphia merchant, one Jason Fennemore, fur- 
nished most, if not all, of the capital of the new 
firm. Of Smith and Fife we know nothing at all, 
but it is supposed that they were potters who had 
been employed by Tucker. Because of the fact that 
a lady friend to whom Fennemore sent a representa- 
tive collection of the firm’s products had the good 
sense to preserve them carefully, we know exactly 
what kind of ware they made, and how closely it 
resembled the ware made by Tucker. The new firm 


[242] 


The Pioneer Porcelain Makers 


marked its ware very much as Tucker did, the name 
of the firm penciled on the bottom in red, under 
the glaze. It is thus possible to place the wares of 
the rival producers side by side for comparison. 

The Smith & Fife ware sent by Jason Fennemore 
to his careful lady friend included two pitchers, a 
smelling-bottle, two leaf-shaped pickle or preserve 
dishes, and a small heart-shaped perfume-vial. 
They ,were of hard-paste porcelain decorated with 
gold and colors in a manner almost identical with 
that of Tucker’s wares. More remarkable even than 
that is the fact that the shapes and patterns are 
absolutely identical in both cases. It is not simply a 
case of close similarity but of that absolute identity 
which could only result from the use by both parties 
of the same or duplicate molds. Special emphasis 
is laid upon this incident, because the present writer 
believes that it holds for the collector of American 
pottery and china one of the most important lessons 
he will ever have occasion to learn. To learn it 
fully will insure against many a blunder and heart- 
ache. 

Except for the fortunate circumstance that the 
known examples of the wares made by Smith, Fife 
& Company are marked, it is probable that no human 
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being would ever have distinguished them from the 
products of the Tucker pottery. Had they been un- 
marked, the chances are as a million to one that the 
most expert connoisseurs would have classified them 
as Tucker porcelain. When one finds an unmarked 
piece of pottery or china so nearly identical with 
the marked piece of a well known maker, clearly 
made either from identical or duplicate molds, it is 
the most natural thing in the world to jump.to the 
conclusion that both pieces came from the same 
pottery. The writer of these pages has listened te 
hundreds of demonstrations proving the unprovable 
in somewhat this fashion: this piece bears the mark 
of the potter and is undoubtedly his handiwork; 
here is another piece, indistinguishable from the 
marked piece except by the absence of the mark, 
and obviously made from the same pattern in the 
same or a duplicate mold; beyond all possible doubt, 
therefore, the two pieces must have been made at 
the same pottery. 

Such reasoning is fallacious and misleading be- 
cause it is based on faulty premises. One of the 
most important factors in the problem is omitted 
in the search for its solution. Mold-making was 
often carried on as a trade by itself, by men who 
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kept their-own shops and who sold their molds to 
anybody that cared to buy. It was a common enough 
practice for even rival potters to buy molds from 
the same mold-makers, and there was no thought of 
obtaining exclusive use of a design. When a mold- 
maker shifted from town to town he took his pat- 
terns with him, further multiplying duplicate molds 
of popular patterns and making futile and foolish 
every attempt at identification by the method 
described. The small potteries employing only two 
or three men did not keep mold-makers but pur- 
chased such molds as they wanted. Sometimes they 
purchased from men who made and sold molds as 
a business. At other times they purchased the molds 
of defunct potteries. Both these practices led in- 
evitably to the perplexing condition which so baffles 
the collector of this later day. For example, the 
American Porcelain Company of Gloucester, New 
Jersey, went out of business in 1859 or 1860. Some 
of its best molds were later acquired and used by the 
Pheenixville Pottery, Phoenixville, Pennsylvania, 
for making Parian. In the same way, when the 
United States Pottery at Bennington was given up 
many of its molds were bought by other potteries. 
So we find a certain type of pitcher that was un- 
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doubtedly made at Bennington in large numbers, 
made from duplicate molds at other Vermont pot- 
teries in Burlington, Fairfax, and Middlebury for 
example, and in other potteries outside of the State. 
Similarly, in Ohio one soon discovers that the so- 
called Daniel Boone pitcher was made contem- 
poraneously in several places, doubtless by reason of 
the fact that duplicate molds were distributed in the 
manner described. The identification of an un- 
marked piece of pottery or china, in the absence of 
positive and credible evidence supplementing what- 
ever is suggested by the specimen itself, can never 
be more than tentative. 

How long the firm of Smith, Fife & Company 
continued in business we do not know. The fact 
that the firm does not again appear among the ex- 
hibitors at the Franklin Institute exhibitions, 
and the absence of any further mention of it, 
taken in connection with the remarkable scarc- 
ity of specimens bearing its mark, warrant the con- 
clusion that it was short-lived. It is doubtful 
whether it endured more than a year at most. The 
few known marked pieces made by Smith, Fife & 
Company are slightly inferior in workmanship to 
those made by the Tucker and Hemphill concern. 
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The ware is somewhat less white and more cream- 
tinted, presumably, because of a large admixture 
of bone-ash. It is exceedingly doubtful, however, 
if we are warranted in drawing any conclusion from 
such a small number of examples. The collector 
who gets a piece of porcelain bearing the mark of 
Smith, Fife & Company may well celebrate the 
event. 

Now let us return to the older concern. On the 
death of its founder the works passed into the con- 
trol of Judge Hemphill, as has already been ex- 
plained. He was not a practical potter, as we know, 
and the practical side of the undertaking was super- 
vised by Thomas Tucker, the younger brother of 
the founder. It was due to the energy and enter- 
prise of Judge Hemphill, however, that artists and 
skilled workmen were brought from France, Eng- 
land, and Germany to improve the quality of the 
product. A deliberate attempt was made to follow 
the forms as well as the decorations of the best 
productions of the famous Sevres factory. Artists 
who had worked in the Sévres factory produced 
more or less close copies of the elaborate floral de- 
signs in vogue there, especially borders of roses, 
forget-me-nots, and tulips. The Sevres practice of 
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decorating pieces with elaborate monograms, coats 
of arms, and other designs of a personal nature, 
usually in a floral border, was copied and soon be- 
came something of a vogue. Portraits of noted 
men were painted in colors on pitchers and vases, 
Washington and “Mad Anthony” Wayne being 
among the most successful of these portraits. Judge 
Hemphill or his advisers had the good sense to use 
only acknowledged masterpieces of portraiture for 
reproduction in this manner, such as the Vaughan 
portrait of Washington by Stuart, and Charles 
Wilson Peale’s portrait of Wayne. One of the 
most notable pieces produced is the magnificent vase 
with the fine picture of Napoleon watching the 
burning of Moscow. 

Much of the work of this period is plainly marked 
with Hemphill’s name in red under the glaze. But 
a great deal of the ware produced, including some 
of the very finest, bore no mark at all. It was left 
unmarked because there was a distinct prejudice 
. against American made wares. Perhaps it would 
be fairer to say that a great many Americans were 
unable to believe that any fine wares could be made 
in this country to equal those made in France or 
England. It is one of the amusing ironies which 
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the collector encounters as he rides this hobby that 
no little of the “genuine old Sevres” sold to Ameri- 
can collectors until a few years ago was actually 
made at the Hemphill factory in Philadelphia 
between 1833 and 1837. Nowadays good Hemp- 
hill specimens are so valuable that there is no 
temptation to the dealer to knowingly offer them as 
anything else, not even as “genuine old Sevres.” 
Yet there is good reason for believing that from 
time to time vases and other objects made at the 
Hemphill pottery are sold as Sevres. 

In 1833 Hemphill received honorable mention 
for his exhibit of American porcelain at the exhibi- 
tion of the Franklin Institute, the judges calling 
attention to the great improvement made since the 
previous year’s exhibition, especially in molding and 
glazing. He also received that year a diploma and 
silver medal from the American Institute of New 
York. It is not too much to say, in the opinion of 
the present writer at least, that some of the best 
specimens of Hemphill porcelain are as fine as any 
produced in France, and that they have never been 
excelled in this country. 

In 1836 Judge Hemphill was again an exhibitor 
at the Franklin Institute, but for the last time. He 
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sold out his interest in the concern and retired from 
it some time in 1837, being succeeded by Thomas 
Tucker, who leased the works for a period of six 
months. Tucker carried on the manufacture of 
porcelain for a short time only, until he had filled 
a store, when he retired from the manufacturing end 
and closed the pottery. Much of the machinery and 
most of the molds were purchased by Abraham 
Miller and used by him. Tucker went into the 
business of selling china, just as his grandfather had 
done. It is a rather pathetic commentary upon the 
development of our nation and its lack of national 
consciousness that Thomas Tucker at once began 
importing china from France and England to supply 
American needs. 

In the Tucker, Tucker & Hulme, Tucker & Hemp- 
hill, and Tucker terms of ownership and manage- 
ment were embraced twelve of the most fruitful 
years in our ceramic history. If splendor of achieve- 
ment and its fundamental importance are to be the 
criteria upon which our judgment is based, it may 
be asserted with a large measure of confidence that 
in all the history of our ceramic development no 
other period of equal length approaches it. Begin- 
ning with the rather poorly made tableware of the 
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first period, decorated over the glaze with clumsily 
painted butterflies, flowers, or landscapes, done by 
hand in sepia and dull brown, we pass through the 
second period, that of Tucker & Hulme, with its 
greatly improved workmanship both in making and 
decorating the ware, and the brief Tucker & Hemp- 
hill period, to the rich Hemphill period with its 
careful workmanship and its opulent splendor of 
design and ornament. The final period, under 
Thomas Tucker’s brief lease of the business, was an 
anti-climax, a dismal ending for so brilliant a 
chapter. 

The kaolin used during the twelve years the pot- 
tery was in operation was obtained in Chester 
County, Pennsylvania. The feldspar came from 
Newcastle County, Delaware, about six miles from 
Wilmington. It was packed in barrels, carted to 
Wilmington, and from there shipped to Philadelphia 
by vessel. A great deal of blue clay from Perth 
Amboy, New Jersey, was used. 

The writer is frequently asked to tell how the 
Tucker & Hemphill porcelain can be identified when 
it is not marked. By one of those curious coinci- 
dences which attract our attention and incite us 
to philosophical speculation and reflection, as this 
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account of the Tucker & Hemphill wares is being 
written a letter on the subject comes from a genial 
fellow-hobbyist. “Please tell me in simple lan- 
guage,” he writes, “by what signs or characteristics 
you are able to identify the unmarked Tucker & 
Hemphill porcelains, and tell them from any others? 
B assures me that you can do this with as much 
precision as I can tell a cat from a camel.” In one 
form or another that same question has been ad- 
dressed to the writer of these pages many times. 
He wishes that it were possible to give a more 
encouraging reply. It is candor, not modesty, that 
makes him reply invariably that he knows no way 
of making such attributions with any degree of 
certainty, and, further, that he firmly believes there 
is not a soul on earth who does. What is the use 
of pretending in such matters? 


Any collector who will take the trouble to examine 
with care a number of representative specimens of 
the wares made at the Tucker & Hemphill works, 
embracing pieces made at each period, will very soon 
perceive that there are some signs which can be 
identified with a fair measure of confidence. This 
is particularly true of William E. Tucker’s early 
work. The poor workmanship of the potter and 
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the childlike crudity of the decorator combine to 
produce a result that one can recognize without 
great trouble or the fear of making a mistake. When 
we come to the wares made during the Hemphill 
period, however, we are confronted with a wholly 
different condition. While it is true that some of 
the unmarked pieces produced during this period 
are so distinctively associated with this pottery, 
either by their form or by some quality in the decora- 
tion, that identification and attribution can be under- 
taken with a close approach to certainty, it is also 
true that by far the greater part of the marked 
wares are of such a character that only the mark 
makes identification possible. If the marks did not 
exist, identification would be impossible. No mat- 
ter how expert the connoisseur may be, in many 
cases he will be utterly unable to tell whether the 
particular unmarked specimens he is called on to 
examine were made at Sevres or at the Hemphill 
pottery. 

How could it be otherwise? Hemphill brought 
from France the most expert workmen he could 
obtain from the Sévres factory. They copied the 
Sévres models. They used the formulas of Sevres. 
They reproduced the designs they had been accus- 
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tomed to make at Sevres. All their energies were 
bent upon copying the Sévres ware, and all their 
training and experience inevitably contributed to 
that result. Let us grant that a chemist in his 
laboratory could discover differences in the chemical 
composition of bodies and glazes, it is unthinkable 
that it could be done by any amount of observation, 
no matter how expert and careful the observer might 
be. The writer knows of a vase which has been 
pronounced to be “Hemphill without the least 
shadow of doubt” by some of the most competent 
judges in this country. Yet that vase was purchased 
at Sevres, and its present owner possesses not only 
the receipted bill showing when and by whom it 
was purchased and the price paid for it, but the 
letter which accompanied it when its original pur- 
chaser sent it as a gift to the lady he later married. 

It is difficult for the student of to-day to discover 
any satisfactory explanation of the failure of the 
Philadelphia porcelain industry, which Judge 
Hemphill had raised to such a high plane. All 
that we know is that the enterprise, while a great 
success from the point of view of its technical and 
artistic achievements, was a failure from the finan- 
cial point of view—a splendid failure. After the 
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abandonment of the enterprise in 1838, there was a 
lull in the industry so far as the manufacture of 
porcelain was concerned. For several years only 
fitful and relatively insignificant experiments are 
known to have been made. For example, at the 
exhibition of the Franklin Institute, in 1843, “two 
porcelain baskets’ made by Bagaly & Ford were 
exhibited and rather cautiously praised by the 
judges as “‘a well finished article for American man- 
ufacture.” Who Bagaly & Ford were, or where 
their works were located, the writer of this volume 
has been unable to discover. It is certain that how- 
ever interesting or meritorious their experiment may 
have been, they made no notable contribution to 
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CHAPTER 1X 
SOME LATER PORCELAIN MAKERS 


Tue manufacture of porcelain in America was 
practically extinct from 1838 until 1847, when it 
was resumed at Bennington, Vermont, in the pot- 
tery directed by Christopher Webber Fenton. | As 
early as 1843 Julius Norton, Fenton’s brother-in- 
Jaw and at that time his employer, was greatly in- 
terested in the subject of porcelain manufacture. 
We may well believe that Fenton was to a large 
extent responsible for his brother-in-law’s keen in- 
terest in the subject, though we ought to remember 
in that connection that Norton was one of the best 
American potters of the time, and a man of pro- 
gressive spirit and ideas. Whether of his own ini- 
tiative, or because he was spurred on by Fenton, 
early in 1843 Norton sent to England and engaged 
John Harrison, an expert modeler employed by 
Copeland, to come to America for the purpose of 
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instituting the manufacture of porcelain at Ben- 
nington. 

The situation at Bennington was peculiarly fav- 
orable for such an experiment. Three generations of 
Nortons, including Julius, had carried on the pot- 
tery business there without interruption from 1793, 
and at the time there was a large pottery, making 
both earthenware and stoneware, one of the most 
successful of its kind in the country. Its permanence 
had brought to the pottery some of the finest pot- 
ters in America. Within the town limits, easy of 
access, involving only a short haul, was one of the 
finest kaolin deposits known to exist on the American 
continent. Feldspar was also available locally in 
practically unlimited quantity. Finally, Benning- 
ton was within reasonable distance of great centers 
of population constituting, in the aggregate, the 
greatest market in the country. 

John Harrison is believed to have reached Ben- 
nington late in 1843, probably at the beginning of 
November. He brought with him many of the 
latest English designs and models, according to 
local tradition, a fact which was destined greatly to 
influence the industry in America. He at once be- 
gan the work of supervising the making of porce- 
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lain, and before the end of the year the first pieces 
successfully fired were presented to two local ladies, 
one of these being Mrs. Julius Norton. One end 
of the Norton pottery had been set aside for por- 
celain making. It is clear that Norton looked upon 
it as an experiment. He was a sound business man, 
enterprising but cautious, and before embarking 
upon the manufacture of porcelain on any large 
scale he desired to be quite sure of his ground. 
Through 1844 the manufacture of hard-paste 
porcelain was carried on in a small way, some fairly 
good work being turned out but not on a scale large 
enough to influence the general character of the con- 
cern. In the meantime, Fenton had joined his 
brother-in-law in a joint partnership, the firm name 
being changed to Norton & Fenton, a name familiar 
to most collectors of American pottery and china. 
A disastrous fire in June, 1845, destroyed the pot- 
tery buildings and caused an interruption of all ac- 
tivities for some time. It had the effect also of 
postponing indefinitely the porcelain experiments, 
and John Harrison soon left for England. Fenton 
wrote on September 15, 1845, that the fire and 
the rebuilding of the pottery had suspended to an 
indefinite period all experiments in porcelain mak- 
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ing. Except that Fenton himself may have experi- 
mented in a small way, which is most likely, Norton 
& Fenton did not again resume activities in that 
direction. It is believed that disagreement upon 
this subject was one of the causes which led to the 
dissolution of the partnership in June, 1847. 
Christopher Webber Fenton then began manufac- 
turing on his own account, and by agreement he 
took over all the materials and models for porcelain 
making. Fenton undertook to make common white, 
common yellow, and Rockingham, with porcelain 
still more or less as an experiment, or at least as 
a side-line. On his own resources at first, and then 
with Henry D. Hall as a sort of silent partner, Fen- 
ton carried on the manufacture of these wares for 
several months, marking his wares with a raised 
ornamental lozenge stamp bearing the words, “‘Fen- 
ton’s Works, Bennington, Vermont.” To this 
period, 1847-48, belong at least the first issues of 
the interesting and highly meritorious ornamental 
pitchers in white hard-paste porcelain which bear 
this mark. Care has been taken to formulate this 
statement of a simple fact in such a manner as to 
avoid misunderstanding. The stamp undoubtedly 
belongs to the period named, but there is evidence 
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that it was sometimes used, whether through care- 
lessness, accident, or deliberate intention, much 
later. Also, the same stamp was used in 1847-48 
to mark some of the Rockingham pieces. 

Fenton was not himself a great potter; in fact 
he can hardly be said to have been even a good one. 
His fame is secure enough, and he deservedly holds 
an honored place in the annals of the pottery in- 
dustry in America. Not the least of his merits is 
the great impetus he gave to the industry at a 
critical period, particularly to the revival of por- 
celain making. The real potter, an artisan whose 
craftsmanship amounted to something akin to genius, 
was Decius W. Clark, who to the end of Fenton’s 
life, through all its vicissitudes, was his trusted ad- 
viser and superintendent. 

This is not the place to trace in detail all the 
changes of ownership and management that took 
place during the years when Fenton was directing 
the famous pottery at Bennington. Nor is it neces- 
sary to discuss in detail in this place all the types 
of ware that were made. These things the present 
writer has set forth at length, with ample detail, 
in “The Potters and Potteries of Bennington.” It 
will be sufficient for our present purpose if we make 
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record of the changes of ownership, and consequently 
in the marking of the wares, which the collector is 
certain to encounter, and give a brief account of the 
porcelain that was made, with special reference to 
the much discussed, and much misunderstood, sub- 
ject of Parian ware. 

For some months in 1847 Fenton had no partner 
at all. Then for about six months he had Henry 
D. Hall as a partner. For legal purposes the firm- 
name was Fenton, Hall & Company, but it was 
never used on the wares, or in the ordinary business 
of the concern. Only when legal forms required 
it was that name used. From September, 1848, to 
November, 1849, Fenton was associated with two 
partners, A. P. Lyman and Calvin Park. The lat- 
ter was a local dry-goods merchant, in whose busi- 
ness Fenton was in some way associated. Lyman 
was a local lawyer and politician of some note with 
whom Fenton was also in partnership in a local 
blasting-powder manufactory. The firm-name from 
September, 1848, to November, 1849, was Lyman, 
Fenton, & Park. It was used in business and local 
advertising but was not marked on the wares. Cal- 
vin Park withdrawing, in November, 1849, the name 
“Lyman, Fenton & Co.” was used and stamped on 
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the wares. Curiously, that name, while found on 
much of the Rockingham and other wares, is never 
found on the porcelain. In 1852, Lyman having 
left the firm, the name “United States Pottery” was 
applied to the works, the actual firm-name being at 
that time O. A. Gager & Co. While the old Lyman, 
Fenton & Co. mark continued to be used on Rocking- 
ham and other wares, in 1852 a raised ribbon mark 
came into use in connection with the porcelain. On 
the raised ribbon are impressed the letters “U.S.P.,” 
the initials of the United States Pottery. In 1853, 
the concern having been reorganized and incorpo- 
rated as the United States Pottery Company, marks 
bearing that name in full came into use, particularly 
in marking the porcelain. The company failed, and 
the works were shut down in May, 1858. 

Such, briefly outlined, is the story of how por- 
celain came to be manufactured at Bennington, and 
of those changes in the ownership and organization 
of the Fenton enterprise which affect the collector 
because of the pottery marks that were used. An 
enormous quantity of wares of all sorts was made at 
Bennington, and collectors are often astonished to 
discover that in private and public collections there 
are numerous examples of pitchers and other articles 
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which they have believed to be much rarer. It will 
help these collectors to understand this if they 
realize that at the height of its prosperity the United 
States Pottery employed more than two hundred and 
fifty persons, a quite extraordinary number for a 
pottery to employ at that time. It was probably 
the largest establishment of its kind in the United 
States. 

The porcelain that was made here was nearly all 
of the hard-paste type. Some artificial or soft-paste 
porcelain was made, but the amount of it was not 
large. Fenton would naturally want to experiment 
with this type as well as all others, and the same 
observation applies to Decius W. Clark, one of the 
ablest men ever associated with the pottery industry 
in this country. The bone-china that was made 
at the United States Pottery was of fairly good 
quality both in body and glaze, but not particularly 
distinctive. With such an inexhaustible amount 
of kaolin of the finest quality at hand, it would have 
been foolish to attempt to make soft-paste porcelain 
as a staple manufacture. 

The writer has talked with old potters who clearly 
remembered the keen interest with which Fenton 
and Clark waited to see how a batch of ware made 
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of paste containing an unusually high percentage of 
bone-ash would turn out, and he possesses a small 
pitcher which Fenton and Clark held to be a splendid 
sample. So far as is known none of this bone-china 
was ever marked in any way, and there is no possible 
means of identifying it. As that is the case, it is 
of small interest to the average collector, and we do 
not need to devote any further attention to it. After 
all is said and done, the thing that cannot be identi- 
fied, or distinguished from any one of scores of 
others, is for all practical purposes, from the col- 
lector’s point of view, non-existent. 

The hard-paste porcelain made at Bennington was 
very uneven in quality. Much of it, perhaps the 
greater part of it, was somewhat coarse and heavy. 
A great many pitchers, vases, and small mantel 
ornaments are of this coarse type. Sometimes the - 
ware was glazed rather heavily by the direct process, 
and sometimes so lightly by the indirect or smear 
process, that it is hardly possible to be sure there has 
been any glazing at all. It cannot be said that 
either of these extremes, or any particular inter- 
mediate type of glazing, is especially characteristic 
of Bennington. 

A great deal of the white porcelain produced was 
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of the biscuit type. That is to say it was ordinary 
white hard-paste porcelain left without glazing of 
any sort—at least on the outside. In the case of 
such articles as pitchers, mugs, and other vessels in- 
tended to hold liquids of any kind, a heavy glaze 
was used inside to overcome the porousness of the 
material. In the case of small ornaments, pin-boxes, 
and, in general, things not meant to hold liquids, 
no such reason for glazing existed, of course. In 
either case the outside was left entirely without 
glaze. Numerous pitchers, vases, and small orna- 
ments of all kinds are found in this biscuit por- 
celain. The pitchers usually bear one of the pottery 
marks and are therefore easily identified. Only 
rarely, however, are any of the other objects named 
so marked, and except as the collector can clearly 
trace their origin, they belong, for the most part, 
to the great class of things capable of nothing better 
than what a friend of the writer calls “tentative 
attribution by shrewd guesswork.” 

It is noteworthy that most of this biscuit por- 
celain is coarse in its body texture, and quite in- 
ferior in workmanship generally. Moreover when 
it is marked the mark is usually the ribbon, which 
was used at a time when the concern was practically 
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insolvent, and when Fenton’s financial difficulties 
were greatest, as well as in palmier days. So, upon 
the basis of these facts, the writer long ago evolved 
the theory that this type of ware was produced at 
a time when Fenton was straining every nerve to 
lower his production cost in order to sell goods more 
cheaply. In other words, it was an inferior grade 
of ware, quality being deliberately lowered as a 
means of either holding or capturing a low-priced 
market. 

At this stage it is necessary to sound a warning 
against a mistake which is quite commonly made by 
collectors, dealers, and even by the curators of our 
best museums. Because the Bennington pottery is 
so prominently identified with the early production 
of Parian porcelain in the United States, the fact 
being emphasized in every book on the subject and 
almost every magazine article, the classification of 
Bennington porcelain has been frightfully jumbled 
and confused. Even the most careful of our writers 
stumble over the simplest facts. The name ‘‘Parian” 
is applied to virtually every type and variety of 
porcelain that was ever made at Bennington. It 
is applied to the coarse biscuit porcelain we have 
been discussing. It is applied to the ware that is 
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heavily glazed by the direct process, and to that 
which is only slightly glazed by smearing. It is 
applied to the ware with the white designs con- 
trasting against the brilliant blue background. 

All this is wrong and exceedingly stupid. It 
would not be a bit more stupid or erroneous to call 
any one of these types of ware Rockingham or 
luster than it is to call it Parian. Although the 
mistake is so common that one is inclined to say that 
it is constantly made by fully ninety-five per cent 
of those who talk or write on the subject, the matter 
is really simple to understand. The collector or 
dealer who does not understand it cannot talk in- 
telligently about American porcelain for ten minutes. 

Parian is the name of a quite distinct type of por- 
celain. When first developed in 1842 it was com- 
monly called statuary ware. It was designed for 
the special purpose of making cheap miniature re- 
production of famous pieces of sculpture, the por- 
trait busts of celebrities, and the like; hence the 
trade-name of the time, statuary ware, or statuary 
porcelain. Now we know why the name Parian 
was applied to it. The ware was to be used for a 
purpose similar to that for which sculptors had for 
ages used marble. A close approximation in tex- 
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ture and appearance to the marble used for sculp- 
ture was aimed at, and the name “Parian” was ap- 
plied to the ware because it met that test and ap- 
proximated the appearance of Parian marble. 

Obviously Parian is a silly misnomer when ap- 
plied to a brilliant blue surface with white orna- 
mentation. It would not be a bit more silly for a 
collector or dealer to speak of his “beautiful blue 
and white dasai¢” than it is for him to speak of his 
“blue and white Parian.” It is hardly less silly 
to apply the name “‘Parian” to highly glazed white 
porcelain. Yet both these silly blunders are the 
commonplaces of recent and contemporary American 
writing on ceramics, and are to be found in the cata- 
logue of almost every museum in America. 

Parian is a hard-paste unglazed, or biscuit, por- 
celain closely resembling fine marble in its texture 
and appearance. The coarse white biscuit porcelain 
made at Bennington, which we have already dis- 
cussed at some length, is not Parian, though these is 
some excuse for confounding the two. It is not 
Parian because, while it is a white biscuit porcelain, 
it is too coarse in its texture to imitate that of 
marble, which, after all, is the test of Parian. The 
making of Parian required a special paste, prepared 
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from a special formula, in a particular manner. 
The clay had to be ground in a special way, to a 
particular fineness. While it was a true hard-paste 
porcelain, it was mellowed somewhat by the use 
of bone-ash, and the kaolin was mixed with other 
clays. In other words, Parian is not simply a hard- 
paste biscuit porcelain, but a special kind of hard- 
paste biscuit porcelain, its special quality being its 
close resemblance to the smooth surface of sculp- 
tured marble. 

Originally intended for the production of stat- 
uary, imitations of marble sculptures, it was ad- 
mirably adapted to that purpose and not fit for mak- 
ing such things as pitchers and tableware. Both 
English and American manufacturers used it for 
such purposes, however, and greatly debased and 
discredited a really fine material. The figures made 
in this ware at the Bennington pottery were never 
marked. As a rule they are well modeled and ex- 
cellently made. While they never attain the high 
standard of excellence reached by Copeland and 
Minton and other noted English firms, or even of 
some later American makers, they are, with few 
exceptions, quite admirable. Not so much can be 
said of the pitchers and vases. In the first place, 
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with very few exceptions, the designs are not suited 
to the material. There is none of the illusion of 
marble as there is in the case of the little figures. 
Moreover, while some few of the vases are grace- 
ful in shape, they are horribly over-ornamented. 
The truth is that this whole line of work at Benning- 
ton reflected the terrible debasement of taste of what 
was perhaps the worst period in three centuries, from 
the point of view of decorative art. 

Whether a pitcher, a vase, or any other object in 
porcelain known to have been made at Bennington, 
either because of the pottery mark or some positive 
evidence of the correctness of the attribution, is 
properly to be classified as Parian or as something 
else the reader must determine for himself in the 
light of the foregoing discussion. In the main, it 
is not a difficult matter to determine this. There 
are, however, many pieces about which even the most 
expert connoisseur will be somewhat in doubt. They 
are the indeterminate border-line specimens, resem- 
bling the standard, but whether closely enough or 
no experts will disagree. Concerning these pieces 
and their classification the collector can only be 
guided by common sense. The only word of advice 
that can profitably be given him here is this: when 
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in doubt whether a piece should be classified as 
Parian, don’t do it; classify it as biscuit porcelain 
and let it go at that. 

The tremendous amount of blue and white por- 
celain, called Bennington ware or Bennington Par- 
ian, to be found in the antique-shops all over the 
country, is a merry jest to those who are familiar 
with the facts. One is reminded of the Vermont 
jest that more Vermont turkeys are sold and con- 
sumed in New York during a single holiday than 
the State of Vermont has had in it during any one 
year since the Civil War. There never was as much 
blue and white porcelain made at Bennington as the 
dealers are finding every year. Yet more than three 
score years have passed away since the United 
States Pottery was last in operation. The blue 
and white porcelain, which at its best ranks high 
among the products of the Bennington potters, was 
produced in very limited quantities. It was trou- 
blesome to make, and it was quite expensive. The 
pitchers in this ware almost invariably have the 
raised ribbon on the bottom, so that identification 
here is easy enough. Some of the cylindrical vases, 
with the so-called Paul and Virginia design in white 
relief, are also marked. But virtually all other 
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articles produced in this are unmarked. Fortu- 
nately, however, there is a quality by which the 
collector can learn to identify this type of Benning- 
ton porcelain, despite the absence of the pottery 
mark. Let the collector pay no heed whatever to 
the fact that vases are ornamented with bunches of 
grapes. That was a favorite style of ornamentation 
on both sides of the Atlantic, and was used at a 
great many different potteries. Bunches of grapes 
clustering on the sides of vases, whether the vases 
be all white or decorated with blue, do not consti- 
tute a reason for believing them to have been made 
in Bennington, a widely prevalent belief to the con- 
trary notwithstanding. 

Most of the blue and white vases and trinket- 
boxes which are offered as Bennington show that 
the blue was applied to the biscuit. That is to say, 
the piece was first fired in the kiln, then painted and 
refired to fix the color. Close examination will show 
that in some places the decorator got the color too 
far over the edges of the white, and in other places 
failed quite to fill the space to be colored. The evi- 
dences of hand-coloring on ware already fired are 
not difficult for any person to discern. 

Now in the case of the Bennington porcelain the 
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color was never applied to the biscuit. If a piece 
of genuine Bennington colored porcelain of this 
type is broken through the colored portions, the 
fractures will show, first, that the color goes through 
a considerable portion of the total thickness of the 
ware; second, that the colored part of the fracture 
is vitreous like the remainder. The explanation is 
this: All ware of this type was made by the “cast- 
ing” process. That means that the materials of 
which the body is composed were ground very fine 
and mixed to the consistency of liquid paint. This 
“slip” was poured into plaster molds, the porous- 
ness of which insured the absorption of the water 
and the settling of the solid content of the slip in 
the mold. As the water was absorbed and evapo- 
rated more slip had to be poured into the mold. 
When the proper condition was reached, the mold 
was opened, and the article was ready for the next 
stage, the addition of handles, applied ornaments, 
and so on. Now, if it was desired to have a blue 
groundwork, let us say, this was done in the cast- 
ing. Some of the same slip used for the body of 
the ware was placed in a small vessel and the neces- 
sary color added to it. Of course the only differ- 
ence between the colored slip and the slip used for 
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the body was the color. What may be termed the 
fictile quality was the same in both cases. With 
a camel’s-hair brush the parts of the mold where 
blue was wanted were covered with the blue slip, 
the mold at once closed, and the uncolored slip 
poured in. Being of the same substance, the white 
slip united with the blue, and, as the color did 
not affect it at all, the whole fired alike. The blue 
on a genuine Bennington vase, therefore, not only 
appears to be—and in fact is—in a thicker layer 
than paint would be, but it has the appearance, and 
the quality, of the rest of the body. 

The writer hopes that he has made this important 
matter clear enough to enable the reader to under- 
stand the process, and to apply the only test that 
can be relied on for the identification of the blue and 
white porcelain of Bennington when it is unmarked. 
No other pottery in America, so far as is known, 
used the method of applying color in slip form di- 
rectly to the molds. Consequently, identification 
is relatively easy and certain, once the collector has 
grasped the significance of the process used by the 
Bennington potters, and the marked difference in 
the appearance of the ware from that which was 
colored by other methods. 
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An interesting offshoot from the United States 
Pottery at Bennington was the porcelain factory 
that was established in 1856 at Kaolin, South Caro- 
lina, about six miles from Augusta, Georgia, and an 
equal distance from Aiken, South Carolina. Wil- 
liam H. Farrar, who had sunk a large part of his 
capital in the Bennington works, withdrew from 
them and, in an effort to recoup his fortunes, went 
to Kaolin to start a pottery. Clay from there had 
been experimented with at Bennington, and it was 
the opinion of Decius W. Clark that good porcelain 
could be made at Kaolin more cheaply than at Ben- 
nington. A great market seemed to be, and in fact 
was, close at hand. 

Farrar succeeded in interesting a number of promi- 
nent citizens of Georgia and South Carolina, and 
a joint-stock company was formed. It is interest- 
ing to note that Alexander H. Stephens, who later 
on was the vice-president of the Southern Con- 
federacy, was an active member of the company 
and for a time its treasurer. Farrar took mechanics 
from Bennington to build his plant, and when it 
was ready he removed from Bennington the nucleus 
of his operating force, including a mixer, a modeler, 
and other skilled workmen. Farrar was not a prac- 
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tical potter and soon found himself in great diffi- 
culties. During the first year almost the entire out- 
put was unsalable. Some of it could be given away 
to the workmen; much of it had to be broken up. 
Decius W. Clark and Christopher Webber Fenton 
went there late in 1857 to study the problems that 
were involved and to advise Farrar. At one time 
it seemed likely that Clark and Fenton would 
associate themselves with the concern. 

The manager of the concern was Josiah Jones, 
a noted designer and modeler who had been asso- 
ciated with Charles Cartlidge, at Greenpoint, New 
York. Besides being a splendid designer, Jones 
was a thoroughly competent potter. He had no 
chance at Kaolin, however. Farrar insisted that 
only local clay should be used, and Jones found 
that without the addition of some other clays to 
that which was found in the locality good ware 
could not be economically made. The principal 
output of the pottery was earthenware, including 
some rather poor Rockingham, good common white, 
and common yellow. Hard-paste porcelain was also 
produced, at times in large quantity. Some of this 
porcelain is fairly good in quality, and the designs, 
principally by Jones, are usually good. A great 
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deal of the blue and white porcelain with the pitted 
background, so decidedly inferior to its Bennington 
prototype but often mistaken for it, was made at 
Kaolin and sent north. 

Some of the porcelain made at this pottery bears 
the mark of the firm, an impressed shield with the 
initials of the company, “S.P. Company, Kaolin, 
S.C.,” or simply “S.P.C.” It appears, however, 
that, as in the case of the Bennington concern from 
which it sprang, much of the ware produced by the 
concern was unmarked, and positive identification 
is therefore extremely difficult. Throughout the 
Civil War the pottery was in operation, making both 
earthenware and porcelain. In 1865, the old com- 
pany having given up the business, a new one was 
formed with R. B. Bullock, later govenor of Geor- 
gia, as president. After about twelve years more 
of fitful struggling, the works passed into the hands 
of McNamee & Company, a New York concern, 
which abandoned manufacture and devoted itself 
to the exploitation of the clay-beds. 

The rest of the tale is soon told. Somewhat ar- 
bitrarily setting the Centennial year as the extreme 
limit to which the term “early American” can be 
extended, there is not a great deal more to be re- 
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corded. The great progress in the manufacture of 
porcelain which led to the present high standard 
of achievement came after 1876. To sketch the 
history of American ceramics since 1876 would be 
an interesting task, but it does not come within the 
scope of this study. 

When Fenton was beginning to make porcelain 
for the market at Bennington he was simply one of 
the first, if not the first, to express in serious produc- 
tive effort interest in that branch of ceramic manu- 
facture which was widespread in this country. The 
interest had been greatly quickened and stimulated 
by the notable advances made in England in the 
manufacture of porcelain. The great English pot- 
ters, Copeland, Minton, Ridgway, and others, were 
in keen rivalry not only at home but also in Amer- 
ica. The increasing popularity of Parian, or stat- 
uary porcelain as it was then commonly called, had 
created a new interest in porcelain among the potters 
of this country, a great many of whom were British, 
trained in the great British potteries. 

Among these men was Charles Cartlidge, of Burs- 
lem, Staffordshire, a potter belonging to one of the 
old potter families of Staffordshire. He was thirty- 
two years old when he came to the United States 
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in 1832. He is said to have worked for some time 
at Jersey City under David Henderson. Later on 
he left the pottery industry and became the manager 
of an agency for the wholesale distribution of 
Ridgway’s china and earthenware, investing all his 
savings in that undertaking. When financial dis- 
aster overwhelmed the Ridgway concern, causing 
the closing of the American agencies, Cartlidge de- 
cided to begin manufacturing porcelain. He asso- 
ciated himself in a partnership with Herbert Q. 
Ferguson, who had managed a distributing agency 
for Ridgway at New Orleans, the firm-name being 
Charles Cartlidge & Company. 

They built a small kiln and shop at Greenpoint, 
Long Island, and in July, 1848, began to manufac- 
ture porcelain buttons to take the place of the much 
more expensive pearl buttons. That seems to have 
been the staple product on which the firm relied at 
the outset, but there is abundant evidence that Cart- 
lidge had a much more ambitious program in mind. 
He sent to Staffordshire for his brother-in-law, 
Josiah Jones, who was his junior by only one year. 
Jones, who arrived in America before the new plant 
was built, was one of the most gifted designers and 
modelers that ever worked in an American pottery. 
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Soon after the pottery was started Cartlidge brought 
another remarkable man to this country, Elijah 
Tatler, a china painter and decorator whose work in 
that department conferred distinction upon the 
Greenpoint factory and has never been surpassed by 
anything of the same character done in this country. 

At the great International Exhibition in New 
York in 1853, the firm exhibited a great variety 
of wares. ‘These included whole tea and dinner 
sets, pitchers, bowls, platters, and other tableware, 
in bone-china; and door-knobs, drawerpulls, door- 
plates, escutcheons, and the like, in highly glazed 
earthenware. Statuettes, figurines, and _ portrait 
busts, modeled by Jones, were produced by the firm 
in large numbers at this time, and indeed had been 
almost ever since the enterprise started. It is fairly 
certain that a selection of these was included in 
the exhibit, though the available accounts are some- 
what vague on the point. 

These portrait busts were modeled by Jones in 
some cases from life, but in most instances they 
were either copied from engravings or from the work 
of other sculptors, as in the case of his general 
Zachary Taylor, which was copied from Gabriel’s. 
The Taylor is one of the best of the portrait busts 
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and one of the best known. Quite as good are those 
of Daniel Webster and John Marshall. A small 
piece made as the head of a cane is in the form of 
an admirably modeled likeness of Henry Clay. All | 
these portrait busts, as well as a large variety of 
medallions for brooches, placques bearing bas-relief 
portraits, and figurines of various kinds were made 
in what Cartlidge himself used to describe as “bisque 
porcelain.” He seems to have been cautious in his 
descriptions of these things and to have carefully 
avoided calling them Parian. There can be no 
doubt that many of them can only be classified as 
Parian, conforming to the English standard of that 
ware more successfully than even the best of the 
Bennington Parian does, at least in the judgment 
of the present writer. On the other hand, a good 
many of the portrait plaques and figurines are so 
far from having a special likeness to sculptured 
marble that the name “Parian” does not apply to 
them, and they are better described by Cartlidge’s 
own term, “bisque porcelain.” The same observa- 
tion equally applies to the Bennington product. 

It is one of the lesser tribulations of all collectors 
that a pottery which turned out such splendid wares 
never used a pottery mark of any kind. Fortu- 
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nately there are enough well authenticated speci- 
mens, notably those in the Pennsylvania Museum 
and in the Metropolitan Museum, New York City, 
to enable the collector who desires to go to that 
trouble to visualize the contribution of Cartlidge 
& Company to American ceramics, to see the really 
superb decorations of Elijah Tatler and the splen- 
did—though uneven—designing and modeling of 
Josiah Jones. By the same method the collector 
can obtain a general knowledge of the wares of this 
important pottery that may help him to decide with 
as much confidence as anybody can have in the cir- 
cumstances that a particular specimen is, or is not, 
a Cartlidge piece. In the meantime, if he comes 
across a well modeled Parian or biscuit porcelain 
bust, anywhere from six to eleven inches high, of 
Daniel Webster, Zachary Taylor, John Marshall, 
or Henry Clay, in the absence of any mark, or well 
authenticated evidence to the contrary, he will do 
well to regard it tentatively as one of the pieces 
made at the Cartlidge pottery from the model of 
Josiah Jones, sometime between 1848, the year when 
the pottery opened, and 1856, when it closed. 

In 1850 a German potter named William Boch 
started a small pottery at Greenpoint, Long Island. 
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He had a brother as his partner, and the firm-name 
was William Boch & Brother. They made a soft- 
paste artificial porcelain of the English type, the 
so-called bone-china. In 1853 they exhibited a 
selection of wares, ranging from elaborate table- 
ware to the furnishings of doors, which attracted 
favorable comment. Soon afterward the firm seems 
to have been enlarged. In 1857 Thomas C. Smith 
acquired an interest in the concern, and to protect 
his investment became manager. At the outbreak 
of the Civil War the concern had to wind up its 
affairs, and Smith became the purchaser. When 
he was in France, soon afterward, he conceived the 
idea that if the manufacture of natural or hard- 
paste porcelain were substituted for the other kind 
the business could be made profitable. 

On his return to America he again started the 
pottery, using the old soft-paste formulas at first, 
presumably to use up materials on hand. In 1864 
the artificial soft-paste type was given up, and from 
that time on natural kaolinic, or hard-paste, por- 
celain was produced. At first Smith was not suc- 
cessful. His first year was one of repeated and 
costly failures. It was not until well on in 1865 
that he succeeded in producing ware that was sal- 
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able; it was a genuine hard-paste porcelain, plain 
white, of good body, wholly undecorated. In 1866 
he undertook the decoration of the ware for the first 
time, as an experiment. He employed two decora- 
tors, one English, the other German, in order to 
study their methods. 

From these men he learned that a great deal of 
fine ware made at Dresden was sent to England to 
be decorated, and then returned to Dresden and sold 
as Meissen ware. Acting on the information de- 
rived from his two decorators, Smith, who at the 
time was finding it impossible to get satisfactory 
results in firing his colors, submitted a piece of the 
Dresden-made English-decorated Meissen to the 
test of placing it in the same oven with his own 
ware. The result was that the imported piece was 
completely ruined. The American potter had 
learned the secret of the English success in decorat- 
ing; namely, low temperature firing. From that 
time onward the decoration of its wares was one 
of the strong features of this pottery. 

In 1874 a sculptor of some note, Karl Miller, 
having decided to devote himself to ceramic design- 
ing and modeling, joined the staff as chief designer 
and modeler. He had been led to his decision, it 
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appears, by the interest that had been evoked in 
the process of having some figures he had modeled 
produced in terra-cotta ware. Miller was respon- 
sible for some of the very best designs ever made at 
Greenpoint, and also for some of the very worst. 
Some of the things he did for the Centennial Expo- 
sition in 1876 were wholly admirable, and others 
were as wholly execrable. The Century vase, shown 
in Plate No. 53, may fairly be placed in the former 
class. The handles are bison-heads. The portrait 
medallions on both sides are fairly well done, 
though not notably so. The rib of gold, with the 
projecting heads of various animals at intervals, is 
rather effective, while the lower panels with their 
designs in white relief, depicting Indians, a Revolu- 
tionary soldier, the Boston Tea-party, and so forth, 
are quite admirably done. In some respects, it is 
a tour de force and is open to the criticism that it 
lacks artistic unity in spite of the obvious—too ob- 
vious—attempts of the artist to achieve it. 

On the other hand, the Keramos vase, suggested 
by Longfellow’s poem of that title, is about as ugly 
and insipid as can well be imagined. The equally 
famous Liberty cup and saucer which Miller de- 
signed and modeled for the Centennial Exposition 
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exhibit both Miiller’s merits and his defects. The 
figures in low white relief on the pale lavender back- 
ground are splendidly done, and the effect is entirely 
pleasing. But the handle, consisting of a perpen- 
dicular full-length figure of Columbia standing on 
an eagle, can only be described as wretched, its silli- 
ness of conception not to be atoned for by any 
amount of skill. 

Miller was far happier in many of the little 
statuettes which he made, and which were turned 
out in Parian of good quality, in fairly large num- 
bers. The bust of Forrest as William Tell, the 
statuettes illustrative of Hood’s “Song of the Shirt,” 
the statuette of the stone-mason—these and many 
other minor pieces show the Parian produced at 
the pottery at its best. Incidentally, also, it shows 
the art of Karl Miiller at its best. 

In justice to the collector as well as to a great 
industrial enterprise, some mention must be made 
of the superb applied decorations in color and gold 
upon some of the best pieces produced at this pot- 
tery. It is safe to say that nothing finer in this 
line has ever been done in America; and, bold as 
the assertion may seem, only rarely has anything 
finer been done at the great European potteries in 
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their costliest productions. When Thomas C, 
Smith decided to engage the most skilled decorators 
to be obtained in Europe, he was derided by many 
as a visionary. He was told that it was hopeless to 
(um at equaling the standards of Sévres, for ex- 
ample. To justify himself and confound his critics, 
he decided on a daring experiment. An elaborately 
ornamented Sevres plate, which had belonged to 
Louis Phillippe and was purchased by an American 
when the king’s effects were sold, was borrowed 
for copying. When the copy was completed both 
the original and the copy were set down side by 
side, and a number of connoisseurs and critics were 
asked to tell which was the original and which the 
copy. It is said that the people who picked the copy 
for the original were in the majority. The owner of 
the original was alarmed when he found himself 
uncertain which was copy and which original! 
Unfortunately the early products of this pottery 

were never marked. So far. as the writer knows 
there is no piece made from 1865 to 1875 that bears 
a pottery mark. Since 1876 when the eagle’s head 
with the letter S in the beak was adopted to mark the 
vottery’s wares, down to our own day and the fami- 
liar work of the Union Porcelain Company of Brook- 
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lyn, the ware made has been marked. The intelligent 
collector will not overlook specimens of the porce- 
lain made at this pottery bearing the early mark. 

The Parian porcelain of another pottery of the 
same period commands our interest and attention 
mainly on account of the distinctive work of a gifted 
artist. At the same time when Miller was design- 
ing and modeling his Centennial pieces at Green- 
point, Isaac Broome was working at Trenton, New 
Jersey, on a number of models of Parian pieces 
which the present writer believes to be superior to 
anything else made in that ware in this country, 
from the point of view both of the artistic excel- 
lence of the models and of the quality of the ware 
itself. The Centennial Exposition had stirred the 
potters of Europe as well as of America. Naturally 
American manufacturers and designers found in the 
centennial of national independence a great inspira- 
tion. Few were the American potters who did not 
reflect the spirit of that great occasion in their handi- 
work. 

At Trenton John Hart Brewer, himself an artist 
of ability and a lineal descendent on his mother’s 
side of that John Hart whose signature was ap- 
pended to the Declaration of Independence, had 
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become the directing head of the firm of Ott & 
Brewer, owners of the Etruria Pottery at Trenton. 
In planning the firm’s exhibit for the Centennial 
Exposition, he decided to employ Professor Broome 
to make some distinctively American designs, which 
should be executed in Parian. In view of the fact 
that the firm had not previously made porcelain, 
this was a bold decision. 

The Parian ware produced at the Etruria Pot- 
tery probably comes closer to the finest Parian of 
Copeland & Minton than any other made in Amer- 
ica. Its resemblance to statuary marble is remark- 
able. Broome’s designs are as notably distinctive 
as the quality of the ware. His subjects are vir- 
tually all sculptural and essentially adapted to 
marble or its substitute. His bust of Cleopatra and 
his various baseball designs rank with the best cera- 
mic sculptures of the nineteenth century. Although 
the greater part of his work was done after 1876 and 
therefore lies beyond the limits of this volume, the 
writer has felt justified in seizing upon the work 
done for the Centennial Exposition so as to include 
some record of a most extraordinary achievement, 
and incidentally to pay his tribute to a great ceramic 
artist whose friendship he valued highly. 
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LATER NINETEENTH-CENTURY POTTERS AND 
POTTERIES 


Soon after the Jersey Porcelain and Earthen- 
ware Company abandoned the manufacture of por- 
celain at Jersey City in 1829, and turned to the 
making of common earthenware, the works were 
purchased by David Henderson and his brother. 
At the Franklin Institute in 1830 they exhibited 
ware of the type generally known to the trade as 
stone china, a white earthenware of fine texture and 
density, fired to great hardness. Under the title 
of D. & J. Henderson the brothers carried on the 
business until 1833, making the white stone china, 
common yellow, and Rockingham, the last-named 
of splendid quality. So far as can be learned from 
the known examples that have survived, during 
this period the firm seems to have marked all or 
nearly all of its Rockingham ware, a good deal 
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though by no means the greater part of the common 
yellow, and very little of any other kind. The mark 
consisted of the firm name, D. & J. Henderson, 
Jersey City, arranged in a circle, and was impressed 
in the ware. A well known toby-jug in Rockingham 
upon which this mark is found is one of the best 
of all the jugs of this sort ever made in the United 
States. In 1833 the American Pottery Manufac- 
turing Company was formed, with David Henderson 
at its head. Apparently the younger Henderson 
left the business at this time; at all events we find 
no further mention of him in connection with it. 
Two new pottery marks were now adopted, and 
they continued in use for about seven years, until 
1840. They are both printed, under the glaze. 
One of these marks is in the form of a flag with the 
name of the firm thus: “Am. Pottery Manufg. Co., 
Jersey City.” The other is a rather elaborate de- 
sign, elliptical in form, which has the name and ad- 
dress of the firm effectively arranged around the 
edges. 

It is a curious fact that in all the specimens of 
the wares produced at this pottery which the present 
writer has examined he has never seen an ¢mpressed 
mark belonging to this period. Nor has he dis- 
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covered any record of such a mark by any of the 
numerous writers who have written of the pottery. 
There are many examples with the impressed mark 
of D. & J. Henderson, which was in general use 
until 1833. There are also many examples with the 
impressed mark of the American Pottery Company 
which came into use in 1840. Now we cannot sup- 
pose that Rockingham and other types of pottery 
which were marked from 1829 to 1833, and from 
1840 to 1850, were unmarked from 1833 to 1840. 
With no change in the management, such a break 
cannot be regarded as other than extremely improb- 
able. Some have supposed that the old Henderson 
mark was continued in use until 1840, but that 
hardly seems a more likely theory than the other. 
The fact which we know that, on other wares, 
marks were in use with the name of the company, 
seems to discredit this theory utterly. 

The writer confesses that he does not know the 
explanation. It does not seem possible that no ware 
of the types which formerly, and afterward, bore 
impressed marks was made from 1833 to 1840. Of 
course it may be merely an accidental fact that of 
the Rockingham and yellow wares produced during 
the period in question so few pieces have survived 
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that the writer has never been able to find one so 
marked. Other collectors may be more fortunate. 
In any case, attention is called to the matter so that 
the collector who finds an impressed mark of the 
period may properly esteem its rarity. 

_It was during the period under discussion, while 
the pottery was operated by the American Pottery 
Manufacturing Company, that transfer printing in 
the English manner was introduced here. It is 
believed to have been the first use of this method of 
decoration in the country, and that fact alone would 
make the pottery of great interest to American 
collectors. If we knew for certain what the first 
transfer print was, and upon what object it was 
used, there can be no doubt that good marked ex- 
amples would be highly regarded on account of the 
historical interest attached to them. The writer 
believes that the first use of transfer-printed designs 
was in the early part of 1839, and that the first 
subject was the Casanova pattern which was pirated 
from a well known dinner-service made by John 
Ridgway, the noted Staffordshire potter. 

If this belief is correct, then the Casanova dinner- 
plates, marked with the elliptical pictorial design 
printed under the glaze, holds a peculiar historical 
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interest. Of course the design may have been used 
during several years, so that, in the absence of any 
sort of serial mark, the owner of one of these plates 
cannot be sure that he has one of the early issues. 
The collector is entitled to know upon what grounds 
the writer’s belief with regard to this interesting 
matter rests. Some twenty years ago, an old potter 
at Trenton, New Jersey, in the course of a long 
reminiscent talk about his early experiences, told 
the writer a story, the details of which he does not 
remember, but which involved a designer employed 
at the Jersey City pottery using one of Ridgway’s 
patterns as his own design. There was some remon- 
strance by the English manufacturer; or perhaps 
it was Henderson who discovered it and was angry 
at the deception; the writer does not remember. In 
any case, according to the story, the designer was 
discharged, and his place was taken by Daniel 
Greatbach. The design was destroyed and a new 
trade-mark was decided upon, this being drawn by 
Henderson himself. As the story is vaguely remem- 
bered, the old potter did not profess to have been 
himself witness to any part of the incident, but 
was rather telling over a story current among the 
older men in his younger days. 
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During the presidential campaign of 1840, cream- 
colored pitchers and mugs bearing the portrait of 
Harrison in black transfer print under the glaze 
were made and widely distributed. The writer has 
seen a large mug of light cream-colored earthenware 
of good quality, with a likeness of Harrison on one 
side and an inscription on the other. It was un- 
marked, but because the portrait was identical with 
one that appears on a marked pitcher, and the ware 
likewise seems to be identical, there is probably 
sufficient reason to believe that the mug was made 
at the Jersey City pottery. An octagonal pitcher of 
light cream-colored earthenware has on four of its 
panels a portrait of Harrison with his name under- 
neath, above the portrait a log cabin with the legend 
“The Ohio Farmer,” and beneath the portrait an 
American eagle. The whole design is transfer- 
printed in black beneath the glaze, while on the 
bottom the flag pottery mark is printed in black 
underneath the glaze. 

Daniel Greatbach, of all designers and modelers 
best known to collectors of American pottery and 
china, joined the staff of the Jersey City pottery in 
1839, soon after his arrival from Staffordshire. Al- 
though he is so famous among collectors for his 
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work here, it is a curious fact that the best of that 
work is little known, his fame resting upon two or 
three models which are not at all distinctive. One 
of these is the toby-mug shown on Plate No. 46; 
the other is the famous hound-handled pitcher, 
shown on Plate No. 20, which was an adaptation 
of a much better English model, and which Great- 
bach himself subsequently improved. 

In 1840 the company was reorganized and its 
name changed by dropping the word “manufactur- 
ing.” Marks used from 1840 to 1850 reflect the 
change of name, which is given in full, except that 
in some cases the word “pottery” is abbreviated to 
“Pott”. At the exhibition of the Franklin Insti- 
tute in 1842 the company displayed an extensive 
exhibit which was awarded the silver medal. The 
best designs exhibited at that time are supposed to 
have been the work of Greatbach. One of the most 
effective and attractive designs was used in relief on 
a tea-set made in a white ware closely resembling 
queen’s-ware. Virtually the same design was later 
on used at Bennington, presumably introduced by 
Greatbach when he went there as modeler for the 
United States Pottery. The American Pottery 
Company mark is found on this tea-set and on much 
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other ware of the same type, as well as on Rocking- 
ham and other wares. 

In 1845 the business passed into new hands. The 
name “Jersey City Pottery Company” was adopted 
at this time, the members of the company being 
Messrs. Rhodes, Strong, and McGerron. They 
dropped all lines of manufacture except common 
white earthenware, which they continued making 
until 1854, when the firm sold out and dissolved, 
Rhodes going to Vermont. The concern was pur- 
chased by a company consisting of Messrs. Rouse, 
Turner, Duncan, and Henry. After a little while 
the last two withdrew, and the firm was reorganized 
once more under the title “Rouse & Turner.” 
Although the reorganized firm made ware of a 
very high quality, it is of little interest to collectors, 
except as it derives interest from some fact other 
than its manufacture. The reason for this is that 
it was never marked, and was made for the trade, 
to be decorated and sold. Its only identity, there- 
fore, was derived from its decorators, not from its 
makers. 

In short, little or nothing that was made in the 
Jersey City pottery after 1845 possesses any interest 
for the collector. There is, however, one fact which 
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it may be worth while to record here, since it con- 
cerns one of those curious things which arise unex- 
pectedly to trouble the soul of the collector. On the 
white ware which Rouse & Turner made for dec- 
orators, they placed a mark which, whether so 
intended or not, would naturally be taken for the 
mark of a British firm. The British coat of arms 
with the lion and unicorn was used, and underneath 
it the letters “R. & T.,” the initials of the firm, 
were placed. If the collector finds a finely decorated 
vase with this British mark and the letters “R. & 
T.,” he can be sure that his British vase is really 
American. A good many other American potteries 
have used British marks in much the same 
fashion. 

During the period which marked the decline of 
the industry at Jersey City from the high standards 
it attained under Henderson’s direction, great prog- 
ress was being made and an important chapter was 
being added to the history of American ceramics 
at Bennington, Vermont, under the leadership of 
Julius Norton and Christopher Webber Fenton. 
Much of the story of the association of these two 
men, and of their separation to pursue their 
individual courses, is told in the account of Benning- 
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ton’s contribution to the development of American 
porcelain, and need not here be repeated. Julius 
Norton, gifted grandson of Vermont’s first potter, 
Captain John Norton, after a period of partnership 
with his father, Judge Luman Norton, assumed full 
control of the business in 1841. Like his father 
and grandfather, he was a good stoneware potter, 
a craftsman who took pride in his work. The staple 
produce of the pottery was the ordinary gray stone- 
ware, salt glazed, made into crocks, churns, cider- 
jugs, and the like. The pottery was noted for the 
fine quality of the ware it made, and it catered to 
a market that extended over a considerable area. 
When Julius Norton became sole proprietor he at 
once began to branch out into other directions, mak- 
ing Rockingham ware—or dark luster as it was 
called—and yellow ware. An interesting example of 
his own workmanship is the inkstand illustrated in 
Plate No. 32, which is in the collection of Benning- 
ton pottery presented to the Bennington Historical 
Museum by the present writer, to whom it was 
given by Mrs. Edward Norton. 

Christopher Webber Fenton was at this time in 
the employ of Julius Norton, whose sister he had 
married. While in no sense the equal of Norton 
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as a craftsman, Fenton possessed in large measure 
the gift of creative imagination. No specimens of 
his personal craftsmanship remain; no story sur- 
vives of any work of his hands commanding the 
admiration of his fellow-craftsmen. Yet he was 
destined to achieve greater fame than his more 
highly skilled brother-in-law. What Julius Norton 
would have done had he continued in business alone 
instead of entering into partnership with Fenton, 
is a subject on which old Bennington potters used 
to speculate in their reminiscent moods. Before the 
partnership he had entered upon other branches of 
the pottery business, and it may well be that he 
intended to embrace virtually the entire range of 
wares later produced by the concerns of which Fen- 
ton was the head. The fact that he had in his em- 
ploy, along with Fenton, the man who inspired 
Fenton in his career, Decius W. Clark, makes that 
seem probable. 

In the second half of 1844 the two brothers-in- 
law entered into partnership, the firm-name being 
“Norton & Fenton,” 
ware. The partnership lasted until the end of June, 
1847. During that period stoneware continued to 
be the main product, with Rockingham, common 
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yellow, and common white steadily increasing in 
importance. Of the Rockingham ware made during 
this period the jug or pitcher illustrated in Plate 
No. 33 is a good example. It bears the mark of 
the firm, deeply impressed on the bottom. The 
modeling is good, but the Rockingham glaze is 
much inferior to what was later produced at Ben- 
nington. Partly because they could not agree upon 
the extent to which the firm should develop the 
manufacture of porcelain, and partly for other rea- 
sons, the two men dissolved partnership, Norton 
continuing the manufacture of stoneware, and 
Fenton starting on his own account along new 
lines. 

From that time onward, to 1894, the Norton pot- 
tery was devoted exclusively—except for one brief 
period of no consequence—to the production of 
stoneware. Elsewhere in this volume the collector 
will find a chronological list of all the marks used 
by the Nortons from the foundation of the business 
in 1793 to its termination in 1894. It is not neces- 
sary to devote further attention to this phase of the 
pottery industry in Bennington. It is enough to 
say that in the opinion of the writer of these pages 
the stoneware produced by the several generations 
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of descendants of Captain John Norton, within the 
limits of that class of ware, has never been excelled 
in this country. 

Christopher Webber Fenton’s work in the de- 
velopment of the several types of porcelain has been 
sufficiently described and discussed in a preceding 
chapter. Our present concern is with the work he 
did in the various earthenware types. He brought 
to Bennington the best workmen then to be found in 
this country. Reference has already been made to 
the work of Daniel Greatbach as a designer and 
modeler at Jersey City. He was one of the men 
whom Fenton brought to Bennington, and his work 
there was the best that he ever did, at least in this 
country. 

Daniel Greatbach has been the subject of a great 
deal of silly and uncritical eulogy. He has been 
written about in terms which would be almost ex- 
travagant if applied to the creators of the great mas- 
terpieces of Wedgwood, Copeland, and others; to 
such a man as Flaxman, for example. If one were 
to judge from much of the writing about him, Daniel 
Greatbach would deserve to be ranked as one of 
the greatest modelers of all time. Nothing could 
well be more absurd. The present writer counts 
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Fine example of Ohio stoneware 
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The Century Vase by Karl Miiller 
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Porcelain vase made at Philadelphia, 1835 
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Stoneware jar 
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PLATE 59 
Slip-decorated churn 
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PLATE 60 
Decorated stoneware water-cooler 
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Pottery grotesqueries 
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himself among the enthusiastic admirers of Great- 
bach, but he would temper his enthusiasm with dis- 
crimination. The simple truth is that Daniel Great- 
bach was a good modeler, who had a knack of pleas- 
ing the fancy of simple people with no very elevated 
standards or anything like cultivated taste. Facile 
to a degree, but almost wholly lacking in origin- 
ality, he adapted English designs—some of the best 
of these by his grandfather, by the way—to Amer- 
ican taste and American needs. 

A pitcher which he designed, and which was exe- 
cuted in white porcelain, both directly glazed and 
smear-glazed, is shown (as Fig. 1) on Plate No. 4o. 
The design, which is a good one, he had already 
used at Jersey City on a tea-set. It is well executed, 
but it can hardly be said to be original. Greatbach 
also modeled the famous hound-handle pitcher, one 
of the most widely known of all the pitchers made 
at Bennington, and one of the best of its type. It 
was made in Rockingham, and not in any other 
ware so far as the writer knows, though there per- 
sists in and around Bennington the legend of a white 
pitcher of this type and of one vaguely described 
as slate color. Persistent search over a period of 
nearly fifteen years has failed to unearth either of 
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these, or any definite and trustworthy evidence of 
their existence. 

On the other hand, the writer knows of one hound- 
handle pitcher, slate-gray in color, carefully pre- 
served and treasured in a Bennington home, as a 
product of the United States Pottery, which was 
undoubtedly made in England and is well known to 
students and collectors. It is most probable that 
the legend referred to had its origin in the fact that 
English pitchers were confounded with those made 
in the local pottery. This raises a subject of great 
interest and importance to collectors, and we may 
as well dispose of it at this point. The lady who 
owns the slate-gray hound-handle pitcher in Ben-. 
nington is certain that it was “brought from the 
pottery” by one of the workmen. She can give the 
most precise details. No one who knows her high 
character will for a moment doubt her veracity or 
her good faith. What, then, is the explanation? 
Why, simply this. In any large pottery catering 
to a market outside of its locality, and employing 
salesmen to sell its goods to dealers, samples of the 
wares put forth by other manufacturers in the same 
line were systematically acquired, for reasons easy 
to understand. 
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An enterprising salesman would find that pitchers 
of a certain type or pattern sold particularly well in 
Boston, let us say. Dealers would tell him that 
their customers preferred that type or pattern to 
those made by his own firm. He would secure one 
of the preferred kind and take it back to show his 
employers. That was one way, perhaps the most 
important way, in which wares made elsewhere 
would enter the pottery. At times scores of these 
“outsiders” would be reposing on the shelves in the 
office or in the modeling-room. Moreover a modeler 
like Greatbach would purchase or otherwise acquire 
specimens which he could study to “get ideas.” 
From time to time these examples of the work of 
other potteries, having served their purpose and be- 
ing of no further use, were taken away. Members 
of the firm took home such pieces as they fancied; 
others employees were permitted to take. Some- 
times, too, such pieces were placed on counters among 
the seconds, and blemished and imperfect products 
of the pottery, offered for sale at low prices. The 
writer knows positively that these practices obtained 
at Bennington, as they did in other places, and in 
these various ways local families came into the 
possession of pieces which they knew came from the 
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pottery, but which he is quite certain were made 
elsewhere. 

In our desire to make clear one of the least un- 
derstood phases of the game of collecting, we have 
digressed far from Daniel Greatbach and his work, 
and must retrace our steps. Greatbach modeled the 
several mugs and bottles of the toby type made at 
the United States Pottery, generally in Rockingham 
but also in flint enamel and in white. He modeled 
most of the animal pieces, including the cow creamer 
(an adaptation of an almost universal type), the 
lion with fore paw resting on a ball (a close copy 
of one made by Whieldon), and the deer. The 
deer the present writer regards as by far the best 
of all Greatbach’s known work. It is not believed 
that he modeled the famous dog carrying a basket 
of fruit. This, it appears, was originally modeled 
by John Harrison, but Greatbach is said to have 
altered it slightly. 

Among the other workmen of exceptional skill 
brought to Bennington by Fenton, Captain Enoch 
Wood deserves more than passing mention. He was 
a mold-maker. A descendant of a long line of pot- 
ters, he personified the best traditions of the craft. 
One of his uncles was John Wood, long identified 
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with the Copelands and one of the best china- 
painters of his day. Another uncle was Thomas 
Wood, of the well-known pottery firm of Wood & 
Challinor, of Tunstall. He belonged to the same 
family as the more famous Enoch Wood, so often 
called the “father of English pottery,” the designer 
of the borders on the most prized of the blue trans- 
fer-printed plates with American historical scenes. 
Wood served in the Civil War and became a cap- 
tain. After the war he superintended the Hall pot- 
tery at Perth Amboy, making a great amount of 
scroddle ware. Most of the surviving specimens of 
this ware have been attributed to Bennington, by the 
way. 

Stephen Theiss, a Belgian, was the chief designer 
and modeler before Greatbach came to Bennington. 
He is said to have been completely master of every 
department of the trade. He could make molds, 
cast Parian ware, “throw” or “turn,” or mix glazes. 
At a later time he was foreman of the Jefford pot- 
tery in Philadelphia. William Leake, a Stafford- 
shire potter of great ability, was another of the re- 
markable group of men Fenton gathered under his 
employ at Bennington. Leake was a presser by trade, 
but there were few branches of the industry which 
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he did not master. He could and did do excel- 
lent modeling, as examples of his work in the 
writer’s possession prove. Some of the experiments 
in glazing which he later conducted at Elizabeth, 
New Jersey, are equal to the very best of the flint 
enamel ware made at Bennington, and greatly su- 
perior to most of it. 

To give even a brief description of all the vari- 
eties of ware made at Bennington under Fenton’s 
direction would far exceed the limits available in 
this book. We must perforce restrict our attention 
to the three distinctive types of pottery in which 
collectors are interested; namely, the Rockingham, 
flint enamel, and scroddle wares. They are here 
listed in the order of their relative importance, 
judged quantitatively. More Rockingham ware 
was made than either of the other two. Scroddle 
ware was produced extensively, but during a much 
shorter period of time than the others, and the total 
amount was less than either of the others. That is 
why good specimens of this ware are relatively 
scarce and hard to find. 

The Rockingham ware made at Bennington ranks 
high in quality. Hundreds of American potteries 
turned out ware of this type, but only a few equalled 


[308] 


Later Nineteenth Century 


the quality of that which was produced at Benning- 
ton, while none excelled it. Of course this judg- 
ment applies to the best products of the potteries 
concerned. To make the statement more precise 
and less open to possible misunderstanding, let us 
say that the best Rockingham that was made at 
Bennington in the Fenton concerns was not sur- 
passed by the best made at any other American pot- 
teries, and was equaled only by that of a few. The 
criteria of judgment are fineness of body texture, 
good modeling, excellence of potting, brilliance of 
glaze, and freedom from crazing and other defects. 

As in all other potteries of the period engaged 
in that line of production, a great deal of Rocking- 
ham of a low grade was made at Bennington. Com- 
mon pie-plates, baking-dishes, soap-trays, and sim- 
ilar objects for use in the kitchen were made as 
cheaply as possible. Thousands of these objects sur- 
vive in New England, and many of them are still in 
use. They are of no possible interest to the intelli- 
gent collector, and it is amusing to find them in the 
antique-shops, offered to collectors as desirable ex- 
amples of Bennington pottery. Absolutely undis- 
tinguishable from the mass of objects of the same 
kind produced in scores of other places they derive 
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the only value they possess from the ignorance of 
the purchaser. Such rubbish—for it is no less— 
belongs in the junk-pile, not in the collector’s cabi- 
net. To see an ugly soap-dish of this character, 
lacking grace or beauty of form or coloring, dis- 
played in the best room in the house as a thing to be 
proud of, is to realize the gullibility of human be- 
ings and their capacity for self-delusion. Yet the 
present writer has seen just such a piece of this 
ugly nondescript stuff displayed on the mantel of a 
beautiful and finely furnished room. A fire-brick 
would be quite as decorative. 

A world of difference separates the trashy stuff 
which we are discussing from the finer Rockingham 
ware. Whether the former was made at Benning- 
ton or at Mudville is of no importance and is not 
worth determining. It is rubbish in any case. It 
is quite another matter, however, when we come 
to the finer Rockingham. The collector who ac- 
quires a really good specimen naturally wants to be 
able to identify it. If no other reason existed for 
knowing where and when it was made, the added 
pleasure in the piece to be derived from such knowl- 
edge would make the matter of identification and 
attribution important. 
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Roughly speaking, an examination of a large and 
representative collection of Bennington pottery will 
show that about thirty per cent of the Rockingham 
pieces are marked, the remaining seventy per cent 
being unmarked. Some articles largely made in 
Rockingham were never marked at all, so far as 
is known. Among these may be mentioned tubular 
candlesticks, curtain-knobs, picture-frames, tulip- 
vases, goblets, cow creamers, and hound-handle 
pitchers. Then there are a great many articles which 
are sometimes marked but as often not. This ap- 
plies to the toby-mugs, to many pitchers, tea-pots, 
covered jars, and other things. If we consider only 
the individual articles rather than the bulk, it is 
probably as fair an estimate as can be made that 
about one-half of the articles made in Rockingham 
_ ware at Bennington were at least sometimes marked, 
the other half never being marked at all so far as is 
known. 

This makes the task of the collector rather diffi- 
cult. How can the wares that are unmarked be 
identified with any certainty? To that question no 
wholly satisfactory reply can be made. There are 
certain things which can be fairly confidently iden- 
tified by pattern or design alone. For example, the 
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Bennington hound-handle pitcher can be readily 
identified, despite the fact that there are a great 
many variants. The same thing is true of the toby- 
mugs. In the case of the hound-handle pitcher with 
the hunting-scene on the sides, the collector can 
rely upon the concurrence of three things in the 
modeling. He will find each of these features sepa- 
rately on pitchers made elsewhere, but all three to- 
gether only on the Bennington pattern. These fea- 
tures are: (1) the hound’s head is raised well above 
the fore paws, so that the little finger can be inserted 
under the chin above the paws; (2) the dog’s collar 
is a chain with well defined links and not a flat 
band; (3) the under part of the dog’s body is not 
flattened as in some cases, nor well rounded as in 
most, but comes down to an angle. In the case 
of the toby-mugs these are sometimes marked, and 
the collector will do best to examine a marked speci- 
men so as to memorize its points. A nearly flat 
bottom, not concaved, and a grape-vine decorating 
the handle, are features to remember. 

So much for positive aids. There are people who 
say, and no doubt sincerely believe, that they can 
identify the Rockingham made at Bennington and 
distinguish it from all others. That claim is by 
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itself an evidence of the little learning that is pro- 
verbially dangerous. Ask the person making the 
claim how he can tell, and nine times out of ten he 
will reply that he can tell by the fine quality of the 
glaze, its brilliance and fine color. In a nutshell, 
what he knows, and all that he knows, is the dif- 
ference between the finest Rockingham glaze and 
the common sorts. But when you place side by side 
specimens of the best Rockingham ware made at 
Bennington, Baltimore, Zanesville, and East Liver- 
pool, respectively, it will be found that there is 
no such difference. The present writer believes that 
he is as familiar with Bennington pottery as any 
man living, but he cheerfully admits that it is not 
at all unusual for him to have to admit that he is 
unable to decide whether a particular piece was made 
at Bennington or elsewhere. Familiarity with 
marked and well authenticated specimens of Ben- 
nington pottery will help the collector and perhaps 
endow him with expert knowledge, but it will not 
make him infallible in judgment. 

The flint enamel ware made at Bennington was 
marked to about the same extent as the Rockingham. 
That is to say, about fifty per cent of the articles 
made in this ware are never marked, the remainder 
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being marked at least sometimes. Some of the finest 
articles made in flint enamel never were marked at 
all. When the ware is marked, the mark used is 
the impressed elliptical stamp bearing the name 
“Lyman Fenton & Co., Bennington, Vt.,”” around 
the outer edge inclosing the words “Fenton’s Enamel 
Patented 1849.” 

The collector should take notice of a very com- 
mon misuse of this stamp. It does not follow from 
the fact that this mark is used on a piece of ware 
that it is flint enamel. It may be Rockingham, for 
a large percentage of pieces so marked are Rocking- 
ham, not flint enamel at all. The writer has never 
encountered, or evolved for himself, an explanation 
of this fact that seemed wholly satisfactory. It 
was probably due rather to a loose and slipshod 
method than to anything more subtle. All that 
is important is that the collector recognize the fact 
that the flint enamel patent mark is quite commonly 
found on Rockingham, and also that the stamp does _ 
not date the piece. As late as 1858 almost six years 
after Lyman ceased to be connected with the busi- 
ness the stamp was in use. 

The use of the flint enamel stamp on Rockingham 
wares has tended to much confusion among collec- 
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tors. As a result there has been evolved a most mis« 
ieading theory concerning the two types; namely, 
that flint enamel is a name which Fenton devised 
and applied to a superior grade of Rockingham, the 
glaze of which was made more brilliant and rich by 
the use of powdered flint. The worst of a theory 
like that is that it makes confusion more confounded. 
Fenton did not invent the use of flint enamel, nor 
was he the first to use the name. Neither is it cor- 
rect to say that flint enamel ware is simply a su- 
perior grade of Rockingham. The distinctive fea- 
ture of flint enamel ware is the use of colors other 
than the shades of brown used in Rockingham, in 
a glaze which, like the Rockingham glaze, has suffi- 
cient opacity to hide the color of the body. Opacity 
and color are the features of flint enamel. Now if 
a pitcher or vase is mottled brown, after the manner 
of tortoise-shell, it is Rockingham, even though it 
may have the 1849 stamp with the words “Flint 
Enamel” legibly stamped upon it. On the other 
hand, if there are streaks of blue, green, and orange, 
either or all of them, it is flint enamel, even though 
it is not so marked. 

Some of the finest flint enamel ware ever made 
in America was made by the Bennett brothers of 
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Baltimore, contemporaneously with the best period 
of the Bennington enterprise. Flint enamel ware 
of good quality was also made at Fairfax, Vermont, 
by S. H. Farrar. There were other potteries at 
which ware of this type was produced, but in none 
was it manufactured on such a large scale as at 
Bennington. Moreover while the Bennett brothers 
produced at their Baltimore pottery individual pieces 
equal to the best Bennington product, and the aver- 
age level of the quality attained by them in a limited 
output was high, the Bennington pottery maintained 
its standard of excellence with the largest produc- 
tion reached by any pottery of the time. 

The collector who will take the pains to inform 
himself intelligently can soon learn how to distin- 
guish with a large measure of confidence, the Ben- 
nington flint enamel ware from other ware of the 
same general type. He will not be able to do this 
with absolute certainty in all cases, but he will not 
need to make many mistakes. Let him take a really 
good marked specimen of the Bennington ware, 
making sure that it is not simply Rockingham—a 
more or less mottled brown glaze—with the 1849 
mark, but really flint enamel, with some of the other 
colors, blue, green, yellow, or orange. He will see 
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on close examination that the colors are infused in 
the glaze, not applied underneath and then glazed 
over. He will be able to discern readily enough that 
the colors have run down, and by following the 
course the colors have run he will find the marks of 
the little stilts on which the piece rested in the kiln 
in which it was fired after glazing. Now these defi- 
nite characteristics are the logical results of the 
process Fenton patented. He did not patent flint 
enamel, but only a process of applying color. That 
process consisted of sprinkling, from an ordinary 
pepper-box, powdered metallic oxides on the glaze. 
These oxides melted with heat and mingled with the 
glaze, producing the characteristics already de- 
scribed. No ware ever made, in the judgment of 
the present writer, is easier to identify in the absence 
of the pottery mark. 

Scroddle ware, as such, is easy to classify. On 
the other hand, unmarked pieces in this ware are 
virtually unidentifiable, even by the most expert 
connoisseur. This creates a difficult problem for 
the collector, the more difficult because there exists 
a widespread belief that ware of this type was made 
only at Bennington, whereas in fact it was made at 
a goodly number of American potteries in the period 
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1845 to 1875. There are some things which can be 
set down for the collector’s guidance, however. In 
the first place, then, this ware is known also as agate 
ware and lava ware. The three names are synonyms 
for the same thing. In the second place, it is fre- 
quently confused with marbled ware, though the 
latter is quite different and belongs to another cate- 
gory altogether. 

“Marbling” is a method of surface decoration. 
It resembles the work that is done by house-painters 
and called by the same name, painting wood to imi- 
tate varicolored marble. Upon the surface of the 
ware, before glazing, generally on a thin coating of 
slip, such colors as amber and sienna are so worked 
in with sponge or rag as to create a superficial re- 
semblance to marble. This process differs radically 
from “combing,” which is often confounded with 
it by amateurs. Combing is a method of decora- 
tion similar to that used in graining varnished wood- 
work in houses. The ware is covered with a thin 
engobe of slip, either light slip on a dark body or 
in some cases dark slip on a light body. With steel 
“combs” such as grainers use in their trade, the sur- 
face slip, before firing, is combed to produce wav- 
ing lines to the desired effect. It is a process related 
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to, but different from, the form of scratching called 
sgraffito. 

The ware which is variously, and quite properly 
called “scoddle,” “lava,” and ‘‘agate” has a lamin- 
ated body. Clays of different color are first rolled 
out much as a cook rolls out the pastry for her pies. 
Then the rolled-out batches are laid layer upon 
layer, the different colors alternating, and the whole 
is then beaten into a solid mass. This is doubled up, 
or rolled, according to the taste or fancy of the 
potter. Through the mass a fine steel wire is drawn, 
cutting the laminated mass into slices, which can 
best be likened in their appearance to slices of old- 
fashioned marble-cake. Obviously two pieces ex- 
actly alike will almost never be found. 

Some of the scroddled ware made at Bennington 
bears the impressed stamp of the United States Pot- 
tery Company, by which it can be identified. Much 
of it, however, is unmarked. American collectors 
have generally assumed that no other pottery in the 
country turned out this ware and that therefore 
identification was extremely easy. As a matter of 
fact, a number of other potteries made ware of this 
type in large quantities and in the same patterns 
that the Bennington pottery used. Plate No. 44 
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shows three pieces of this ware made at the United 
States Pottery, and it will be seen how great is the 
variation in appearance of authentic specimens. 
Plate No. 45 shows four other specimens. The 
tea-pot was made by Bennett Brothers of Baltimore 
and bears their mark. The bowl was made at Ben- 
nington and is marked. The tall pitcher was made 
at Bennington and is marked. The vase is unmarked. 
Although it has been in the author’s possession for 
years, and was acquired as Bennington pottery, with 
a Bennington pedigree, he is not convinced that it 
was made at Bennington, or even in America. It 
bears a striking resemblance to the scroddle panels 
in the base of the monumental piece that has so long 
stood on the piazza of Fenton’s old residence here, 
and the story is that the vase was made from the 
same batch of clay. The author does not know. 
Nobody does know. There is no way of identify- 
ing unmarked scroddle ware except as the history of 
a piece can be definitely traced. 

When the United States Pottery closed in May, 
1858, the finest body of craftsmen that had been 
gathered together in any American pottery up to 
that time was dispersed. They went to Peoria, 
Illinois, to East Liverpool, Ohio, to Kaolin, South 
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Carolina, to Trenton, New Jersey, and to other 
places near and far. One interesting result of the 
dispersion of the craftsmen is the fact that in tracing 
the history of American potteries during the next 
thirty years or so one finds everywhere traces of 
men who worked at Bennington, and strongly 
marked influences of the work done at the United 
States Pottery under Fenton’s leadership. 

When one understands the circumstances, it is 
not surprising to find so many pieces which were 
undoubtedly made at East Liverpool marked by 
their great similarity to pieces made at Bennington. 
Any attempt to give a detailed history of the pot- 
teries that were established in East Liverpool and 
other Ohio centers from 1850 to 1876 would re- 
quire a volume of considerable size. In the present 
work it is possible only to call attention to certain 
selected potteries as examples of the remarkable 
progress that was made in Ohio during the period 
indicated. 

When James Bennett, East Liverpool’s pioneer 
potter, with a small capital furnished by Anthony 
Kearns and Benjamin Harker, erected the first pot- 
tery in that section of Ohio, in 1840, he probably 
had not the faintest idea that he was the pioneer of 
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one of the greatest industrial developments in our 
history. Situated some forty-eight miles west of 
Pittsburgh and one hundred miles east of Cleve- 
land, East Liverpool was first settled by white men 
in 1799. At first called St. Clair, and then Faw- 
cettstown, in honor of its first settler, the name 
“East Liverpool” was adopted in 1830 when the 
first post-office was established. It is believed that 
soon after 1820 a number of small potteries were 
established in this neighborhood, but nothing defi- 
nite is known concerning them. Although barely 
a century has passed, they are the subject of legend 
rather than of historical record. 

James Bennett was an experienced and skilled 
English potter, one of the best craftsmen in his 
line that this country has known. It is said that 
he arrived in America in 1834, finding employment 
at once under David Henderson at Jersey City. 
He remained there for about three years, going in 
1837 to Troy, Indiana, to work in the pottery es- 
tablished there by James Clews. Forced to leave 
Troy on account of the malaria prevalent there, he 
went first to Cincinnati. Thence he walked all the 
way to East Liverpool in quest of employment. 
Finding the clay in the locality to be of good quality, 
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he persuaded Kearns and Harker to finance a small 
pottery, and succeeded in getting two good men, 
George Thomas and George Hallingsworth, to join 
him. The first kiln of ware was burned in 1840 
and consisted of mugs, jugs, pans, and other domes- 
tic utensils of earthenware of fairly good quality. 

This ware was sold in the region at a good profit. 
Isaac W. Knowles bought two large crates of the 
ware, which he took down the river on a trading- 
boat, selling it at various settlements. At the same 
time, Bennett himself peddled ware from a wagon. 
The profit from the first kiln reached the respectable 
sum of two hundred and fifty dollars. Greatly 
encouraged by his initial success, Bennett decided 
to bring his three brothers, Daniel, Edwin, and 
William, from England to help him. They arrived 
in 1841, bringing with them John Tunnicliffe, a 
potter. The manufacture of common yellow was 
started at this time. This was maintained until 
1845. 

The success of the Bennett pottery did more than 
gratify the energetic promoter. It gave rise to the 
most active competition. Benjamin Harker, who 
had helped finance the first pottery and had been 
paid off, decided to build a plant on his own land, 
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which held a considerable clay-bed. His plant was 
built and began operations in 1841. No sooner was 
it under way than a rival pottery was started by 
James Salt, Joseph Ogden, John Hancock, and 
Frederic Mear. This pottery, generally referred 
to as the Salt & Mear works, was started in 1842. 
In 1844 John Goodwin, an English potter, who had 
worked at the Bennett plant for about two years, 
set up in business for himself, making common yel- 
low. and Rockingham. Finding the competition 
growing keen, and having a chance to sell on fav- 
orable terms, the Bennetts withdrew and moved 
away, as has already been mentioned. In a long 
historical review of the East Liverpool potteries 
published in December, 1924, in the fiftieth anni- 
versary number of the “Crockery and Glass Jour- 
nal,’ the writer stated that “up to 1873 nothing 
but yellow ware had been produced in the East 
Liverpool potteries.”” The context shows, however, 
that in that term the author of the statement in- 
cludes Rockingham ware. Certainly James Bennett 
always asserted that he had from the first made 
Rockingham ware at East Liverpool, and that he 
was the first in the United States to make it. That 
assertion should be accepted only with some re- 
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serve, however. The present writer believes that 
at the Norton pottery, Bennington, Vermont, Rock- 
ingham was already being made at the time when 
the Bennett pottery produced its first ware. There 
were probably earlier makers of Rockingham than 
either Julius Norton or James Bennett. 

In 1844, when the Bennett brothers sold out, the 
purchasers were four brothers, Samuel, Jesse, 
Thomas, and John Croxall, who were quite success- 
ful. In 1847 William Brunt started a small one- 
kiln plant, and in 1848 Jabez Vodrey and a man 
named Woodward started another small pottery 
under the firm-name of Woodward & Vodrey. After 
it had been in operation rather less than a year this 
pottery burned out, and Woodward and his partner, 
Vodrey, then took three new partners, John S. 
Blakely, James Blakely, and Richard Booth. The 
firm took a new title, Woodward, Blakely & Com- 
pany, and the works were rebuilt during the summer 
and autumn of 1849. 

It was in 1847, at about the same time when 
William Brunt was starting his plant, that George 
S. Harker, son and successor of Benjamin Harker, 
entered into partnership with James Taylor. This 
firm made one of the best of the hound-handle 
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pitchers, a Greatbach model, modified, it is be- 
lieved, by a modeler working at East Liverpool. 
Since Harker, Taylor & Company remained in busi- 
ness only until 1850 or 1851, all the pitchers of this 
type bearing the pottery mark of the firm can be 
dated 1847-51. It will be well for the collector to 
compare this pitcher, illustrated on Plate No. 20 
with the other hound-handle pitchers grouped on the 
same plate. 

In the year 1845 Isaac W. Knowles, the man 
who had peddled through the river settlements part 
of the first kiln of ware made by James Bennett, at 
East Liverpool, joined Isaac A. Harvey in business. 
They erected a small one-kiln plant and began to 
“make yellow ware. In 1870 Knowles, who had 
bought out Harvey some time before, reorganized 
the business, taking as his new partners John N. 
Taylor and Homer S. Knowles. The firm name 
was Knowles, Taylor & Knowles. This company 
branched out after a year or two into the manufac- 
ture of white ware. Up to 1872 they made only 
common yellow and Rockingham, as did all the 
other firms in East Liverpool, large and small. But 
in September, 1872, they began to make common 
white, and in 1873 they reorganized the plant so 
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as to concentrate upon the white ware. That was 
the beginning of the manufacture of the white ware 
variously called ironstone china, stone china, and 
white granite. The firm operated three kilns at 
the time, but it soon began to grow, and its success 
was both quick and continuous. 

No great gain to the collector is likely to result 
from continuing the narrative of the amazing growth 
of the pottery industry in East Liverpool. The 
record of the early firms has been included because 
it is in the products of the period from 1840 to 1875 
that the collector is likely to be interested. The 
sketch here given, supplemented by the names and 
dates contained in the subjoined chronological list, 
will guide the collector past many pitfalls, and aid 
in many an attribution. To-day East Liverpool 
is one of the great pottery centers of the world; 
there is perhaps not another area of the same size 
which can boast of such an output. 

No account of the potters and potteries of the 
United States in the period under discussion would 
be satisfactory to the collector if it omitted those 
of Trenton, New Jersey. For while it is true the 
chief contribution of the Trenton potteries has been 
to the development of the manufacture of porcelain, 
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which we have sketched in another chapter, speci: 
mens of the Rockingham and other types of earthen- 
ware produced by the early potteries there are al- 
ready sought after and prized by collectors. We 
may be sure that in the future they will be even 
more eagerly sought and treasured. 

In dealing with the Trenton potteries we are 
again rather forcibly reminded of the fact that our 
use of the term “early American” is a special one, 
peculiar to our hobby. The first pottery in Trenton 
was established in 1852, a date within the memory 
of men still living! European collectors and writers 
on the subject can hardly comprehend our point of 
view. 

The first pottery in Trenton was established, in 
1852, by James Taylor and Henry Speeler, both 
previously in business at East Liverpool, Ohio. 
They made wares of the same types as those made 
by them in Ohio, namely, yellow and Rockingham. 
It is said that they made, among other things, a 
hound-handle pitcher and a cow creamer, the latter 
in both Rockingham and common yellow. The 
writer has never seen, or even heard of, any pieces 
bearing the mark of this pioneer pottery. He has 
heard old potters tell with great glee of a lottery in 
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which the prize was a Jersey cow. The winner, hav- 
ing first liberally treated his fellow-workmen and 
friends, was taken into a barn to inspect his prize 
and take it home. It proved to be a cow creamer, 
tied to a stanchion with a large rope. It is possible 
that a peculiar type of cow creamer which is found 
in that part of New Jersey, and which collectors 
have never been able to attribute to any pottery, 
may yet be found to have been made at this pioneer 
Trenton pottery. 

In 1853 Richard Millington and John Astbury 
opened a small pottery on Carroll Street. They, 
too, began with common yellow and Rockingham, 
but after two or three years they began to make 
white ware. So far as is known, the firm used no 
trade-mark on its wares until 1859, so that the 
early pieces in Rockingham and yellow are not 
identifiable. In 1859 the firm was enlarged by the 
admission of a new partner, Mr. Poulson, said to 
have been a member of the famous Staffordshire 
family of that name, so closely associated with the 
history of the Mintons. The firm name became 
Millington, Astbury & Poulson, and an impressed 
stamp bearing the initials M.A.P. in an ellipse was 
used on the wares the firm made, or at least on some 
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of them. One of the most notable examples of their 
work, made in 1861, soon after the outbreak of the 
Civil War, is the pitcher with the relief design show- 
ing the shooting of Colonel Ellsworth at Alexandria, 
Virginia. 

This pitcher, which is much sought after by col- 
lectors, is generally found in white earthenware, but 
specimens are occasionally met with which are bril- 
liantly colored. From time to time unmarked ex- 
amples are found, and these have been attributed to 
a number of different potteries, including the United 
States Pottery at Bennington. So far as the present 
writer knows, there is no evidence that pitchers of 
this model were made by any other firm than Mill- 
ington, Astbury & Poulson, and all other attribu- 
tions are mere guesswork. At the same time, it is 
definitely established that the pitcher was modeled 
by Josiah Jones, of the Cartlidge works at Green- 
point, New York, and it is quite possible that some 
or all of the unmarked examples were made there 
and not at Trenton. 

In 1852, the year in which Taylor & Speeler 
started their little pottery, Charles Hattersly built 
a small pottery which he operated only a few 
months, leasing it to William Young & Sons in 
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1853. They made Rockingham and common yellow 
at first, but soon included white ware in their out- 
put. It is said that as early as the end of 1854 or 
the beginning of 1855 they were making cream- 
colored earthenware. The writer has seen a number 
of well potted pitchers in this ware, of excellent 
design, which the owners, upon what appeared to be 
ample evidence, believed to have been made by 
Young & Sons as early as 1855. They are also 
believed at this time to have experimented in a small 
way with porcelain, a small pitcher with the design 
of the babes in the wood in relief having been made 
not later than 1855. William Young always as- 
serted that the firm was the first to make cream- 
colored earthenware and the first to make porcelain 
in Trenton, and if the dates given are even approxi- 
mately correct the assertion is hardly to be ques- 
tioned. At about the same time, 1855, Taylor & 
Speeler, the pioneer firm, added the manufacture of 
white granite to its output; and in 1859 Rhodes 
and Yates erected the first pottery built in Trenton 
for the exclusive manufacture of white granite and 
cream-colored ware. 

In the case of all these potteries it may be said 
that only occasional pieces are of any particular 
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interest to the collector. As a rule, in the early 
stages, before the adoption of a regular mark for its 
wares, each pottery produced mainly common uten- 
sils in the common types of earthenware. The great 
period of the Trenton potteries began with 1875, 
the preparations for the Centennial Exposition call- 
ing forth the best talent of virtually every firm. In 
the main, before that development, the interest of 
the collector is in the occasional pieces, especially 
the individual pieces made by workmen on their 
own initiative, as gifts to their friends or for their 
own pleasure. It is in connection with the identifi- 
cation of such pieces that the collector is helped by 
such lists of potters as are given in these pages. 

The date limits somewhat arbitrarily chosen for 
this work embrace only the initial period of the in- 
teresting pottery at Phoenixville, Pennsylvania. 
Though it was established in 1867, it was not until 
the latter part of 1869, or early in 1870, after 
W. A. H. Schreiber and J. F. Betz had taken over 
the plant, that its products attained any merit 
claiming our notice. At that time, and for some 
eight years, Schreiber & Betz made the numerous 
terra-cotta wall-pieces and other ornaments so fa- 
miliar to collectors. They made also good Rocking- 
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ham ware, including pitchers, candlesticks, picture- 
frames, book-flasks and dogs used for door-stops 
and fireplace ornaments. The stags’ heads with ant- 
lers, horses’ heads, eagles with spread wings, and the 
like which were made at this pottery before 1877 
are rarely marked, but they are fairly well known 
to collectors. Mr. J. B. Kerfoot has a fine eagle 
in heavily glazed white earthenware made at this 
pottery. It is about sixteen inches high and is very 
heavy, weighing perhaps forty pounds. Whether 
it was made during the period when the pottery was 
operated by Schreiber & Betz, 1870-77, or after 
that time, there is no evidence to show, but the 
writer is of the opinion that it was made during the 
Schreiber-Betz régime. 

From the standpoint of the collector there have 
been few potteries in this country of greater interest 
than that which Edwin Bennett established at Bal- 
timore in 1846. Edwin Bennett was one of the 
brothers who had gone from East Liverpool, Ohio, 
to the vicinity of Pittsburgh, Pennsylvania, in 1844, 
as has already been mentioned. Leaving the firm 
of Bennett Brothers in 1846, Edwin Bennett erected 
a small pottery at Baltimore, Maryland, making 
several types of earthenware, including Rockingham 
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of a high quality. He did not mark his wares at 
first, so far as the writer has discovered. In 1848 
he was joined by William Bennett, one of the 
brothers with whom he had been associated at East 
Liverpool and at the Pittsburgh pottery. At this 
time the two brothers adopted a pottery mark con- 
sisting of the name and address of the firm, “E. & 
W. Bennett, Canton Avenue, Baltimore, Md.”’ Dur- 
ing eight years or so that mark was used on most of 
the wares of the firm, but after William Bennett 
withdrew in 1856 the initials E.B. were used as a 
mark. The two brothers were men of extraordinary 
energy and resourcefulness as well as potters of 
great ability. They made Rockingham of as fine 
quality as any that has ever been made in the United 
States, and, in addition, they produced splendid 
work in majolica, Parian, bone-china, flint enamel, 
and scroddle. Their chief modeler was Charles 
Coxon, who began his association with them early 
in 1850. His work is of great interest to collectors, 
not only by reason of its intrinsic merit, but also 
because of the fact that it contributes to the number 
and perplexity of the problems with which the col- 
lector of American pottery and china has to grapple. 

He modeled the famous Rebekah at the well tea- 
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pot, copying the design from a porcelain jug made 
by S. Alcock & Company, which had the figure of 
Rebekah in white relief on a blue ground. He 
modeled the wild boar pitcher, and the stag hunting 
pitcher with the rustic branch handle, which seems 
to have been made at South Amboy, New Jersey. 
This pitcher, shown on Plate No. 20, is believed 
also to have been made at Bennington, but the writer 
confesses that he has never been wholly satisfied 
with the evidence. Coxon also modeled for the 
Bennett brothers a pitcher with the figure of a stork 
standing. This was made both in Rockingham and 
in white ware. A pitcher with hound handle and 
game hanging down the sides, and another with a 
sort of dolphin handle and fish arranged around the 
sides, were also modeled by him, as was the so-called 
Daniel Boone pitcher. 

As in the case of so many of the potteries of the 
period, the Bennett brothers appear to have marked 
only a part of their ware, and have been governed by 
no method that is now discernible. The writer has 
seen marked examples of each of the models referred 
to with the possible exception of the Daniel Boone 
pitcher. On the other hand, he has seen several 
times as many examples of each unmarked. Attribu- 
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tion is rendered more complicated by the fact that 
in some instances the same models are known to 
have been used by other concerns. So much of the 
Rockingham and scroddle, in particular, resembles 
Bennington wares of the same type that the collec- 
tor will do well to be on his guard and to seek for 
marked specimens. 
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CHAPTER XI 
GROTESQUERIES, SATIRES, AND JESTS 


Sooner or later almost every collector of early 
American pottery and china turns his or her atten- 
tion to those individual pieces which were not pro- 
duced for sale but to express some grotesque fancy 
of the potter, some satire or jest. There is no 
branch of ceramics which offers greater fascination 
to the collector who is gifted with a capacity for 
appreciating the whimsical. Surprisingly little has 
been written on the subject, in spite of the abun- 
dance of rich material. In nearly all lands and ages, 
potters have been fond of expressing their jests and 
gibes in clay. 

Any reasonably comprehensive collection of old 
English or old German earthenware will show that 
a sense of humor, albeit naive and even bucolic, 
characterized the men of earlier days who practised 
the potters’ craft. The inscriptions found on some 
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of, the old Liverpool pieces and some of the old 
German slip-decorated pieces bear witness to this 
characteristic, and so do many of the early Stafford- 
shire images and chimneypiece ornaments. What 
was the placing of a life-sized and lifelike frog in 
the bottom of a beer-jug or drinking-mug but a jest 
in clay? 

The Vermont potter who in the old Burlington 
pottery of Nichols & Boynton decorated the cider- 
jug with the weird-looking beast may have tried to 
draw a horse. He may even have believed that he 
had successfully done so. One prefers to believe, 
however, that he gave merry expression to an impish 
mood to make a grotesque caricature; that he was 
of the lineage of those old Staffordshire potters 
whose whimsically impossible figures afford us so 
much delight, as indifferent to the realities of por- 
traiture as that famous figure of Wellington by 
Ralph Ridgway with the strange garb of mixed 
naval and military uniforms and labeled “Welling- 
ton or Nelson.” It did not matter a bit to Ralph 
Ridgway which of the famous heroes his work was 
regarded as representing. The possessor could claim 
it to be either of them, or, if he preferred, “a little 
of both”! So with our Vermont beast: we are free 
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to call it either a horse or a giraffe, as we will, or, 
if it pleases us better, a little of both. 

It is a great pity that we know practically nothing 
of two of the three grotesque stoneware jugs shown 
on Plate No. 6. The small one is believed to 
have been made by negro slaves on the plantation 
of Colonel Davies, of Bath, South Carolina, during 
the Civil War. It has been supposed that these 
roughly modeled “monkey-jugs,” 
called, reveal some traces of “‘aboriginal art as prac- 
tised by the ancestors of the makers” in Africa. The 
quotation is from a description of the jugs by 


as they have been 


Barber. Perhaps this theory rests on imagination 
rather than upon reality. The large jug on the same 
plate is not so very different, yet it was probably 
made in a Massachusetts pottery, though that is not 
certain. It seems to be related, in spirit and feeling 
at least, both to the Whately jug discussed in Chap- 
ter VII and to the jug made by the negro slaves in 
South Carolina. Who was the Joe Bamford whose 
name is inscribed on this old stoneware jug? Was 
he the maker who signed his name to his work with 
the pride of an artist? Or was he the butt of the 
potter’s satire, caricatured in clay because he was 
no Apollo—or, perhaps, because he was good-look- 
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ing enough to stir envy and malice and all uncharita- 
bleness in the breast of the maker? The other jug 
is fittingly placed in the middle of our illustration. 
It seems to come midway between the other two in 
feeling. One feels that it was fashioned in a kindlier 
spirit. The modeler’s hand may have been no more 
skilful, but there was less malice in his heart. An 
artist friend of the writer, studying the photograph 
of the three jugs, entered upon a dissertation con- 
cerning the noses, arguing that the nose of the cen- 
tral one, to a greater extent than the others, indi- 
cates an attempt at portraiture. But when we are 
considering nasal delineation in pottery of this sort 
it is not well to be too critical. Shall we forget the 
delightful story told of Obediah Sherratt, maker of 
Staffordshire figures more than a century ago, that 
he used the same mold for Wellington’s nose and 
for the teats of his cows? 

Potters, like shoemakers and tailors, were always 
reputed to be keen politicians. The conditions in 
which they worked in the old days before the ma- 
chine era may have favored conversation and dis- 
cussion, and so contributed to that result. Political 
lampoons and satires in pottery are common enough. 
To this class belongs the interesting old stoneware 
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jug illustrated on Plate No. 62. Since its dis- 
covery in New Bedford, Massachusetts, some time 
ago, this jug, which evidently was intended both as 
molasses-container and political skit, has been the 
theme of much speculation among collectors of early 
American pottery. 

Who made it we do not know. For no other 
apparent reason than that there was a pottery there 
during the eighteen-sixties, it has been tentatively 
attributed to Athens, Ohio. To the writer of these 
pages the reason seems inadequate for making a 
highly improbable attribution. Some day the ques- 
tion may be definitely settled. In the meantime, the 
jug is interesting as a sample of the way in which 
potters have made political manifestoes and car- 
toons, and as a sort of historical document. It seems 
likely that the “Gov. J. Thompson” named was 
Jacob Thompson, of Mississippi, at one time a mem- 
ber of Congress from that State, and a member of 
President Buchanan’s Cabinet as secretary of the 
interior. 

‘When the War of Secession broke out, Jacob 
Thompson became a violent upholder of the Con- 
federate Cause,” says Homer Eaton Keyes, whose 
researches are drawn upon for this account. A man 
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of the wild fire-eating sort, with a positive genius 
for hatred, Thompson hatched a variety of schemes 
for bringing disaster and destruction to the Northern 
cause. One of his schemes was to spread plagues 
through the North by introducing deadly disease- 
germs among the population of the cities. A scheme 
of another character was to capture the city of 
Chicago and release all the prisoners confined at 
Fort Douglas. Many believed that he was impli- 
cated in the assassination of President Lincoln, and 
he fled to Europe, remaining there until it seemed 
safe to return. 

In 1862 Thompson was a candidate for the gov- 
ernorship of Mississippi. He was defeated by his 
opponent, John J. Pettus, who had a majority of 
nearly twenty-seven thousand votes. So he was not 
governor at all in fact, though various encyclo- 
pedias have described him as governor. The crudely 
drawn cartoon, which is incised, seems to have been 
meant as a forecast, a prophecy that failed of 
fulfilment. There is a figure, intended to represent 
a man, in the doorway of the house. Presumably 
this indicated the artist’s belief that, as governor, 
Jacob Thompson would enter the State Capitol. 

That interpretation seems at first to be at variance 
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with the design itself, for how shall we view the 
beast which appears to represent some mythical 
creature, a sort of dragon with forked tail and 
tongue? One hardly knows how to reconcile the 
beast, and the wasp with the long tail, with a 
friendly attitude toward Thompson on the part of 
the potter politician. Yet a potter who felt strongly 
the righteousness of the cause for which Thompson 
stood, and remembered the Apocalypse even vaguely, 
might have drawn this beast. It may yet be shown 
that the jug was made in Ohio and that the potter’s 
intent was not political prophecy but satire and 
ridicule. Until that is shown with reasonable cer- 
tainty, the writer inclines to the theory of a more 
Southern origin at the hands of a potter who shared 
the sentiments of the Secessionists and hoped for 
Thompson’s success. 

One suspects that Mr. Volstead would not have 
been a popular personage in an old-time pottery 
community. As a general rule the potters were con- 
vivial souls, and that they mixed their drinking 
with merriment is shown by the whimsical character 
of the designs of their liquor bottles and flasks and 
the inscriptions in prose and doggerel rimes placed 
on many of their drinking-vessels. The jesting 
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spirit which prevailed among old-fashioned potters 
is nowhere else so manifest as on articles used in 
connection with the worship of Bacchus. 

As a motif of a design for a liquor-bottle the man 
astride a barrel is obvious enough. It was a common- 
place long before Daniel Greatbach used it at Ben- 
nington. Jovial and well content he appears, per- 
sonifying the conviviality of craftsmen in an era 
that knew not prohibition. It was for a local celeb- 
rity, renowned for his tippling habit, that Enoch 
Barber made a special bottle of this type, marking it 
“Bill” with raised white porcelain letters. He told 
the recipient that the letters were placed awry “so 
that they would look drunk-like and natural.’ We 
may safely conclude that the crookedness of the 
letters was accidental, and the “‘explanation”’ a jest- 
ing afterthought. « 

Sometimes joking was a collective matter. Calvin 
Park, a Bennington merchant and politician who 
had once been associated with Christopher Webber 
Fenton in the pottery business, was elected to the 
Vermont Legislature in 1864. He too was noted for 
his convivial habits. The stoneware potters em- 
ployed in the Norton pottery made an immense two- 
handled jar, said to hold twenty-five gallons. On 
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the front of this they stamped his name and then 
incised an elaborate inscription. At a dinner given 
in honor of Park’s election, several potters bore the 
immense jar, full of ale, into the dining-hall and 
set it in front of the surprised legislator, who read 
the inscription amid laughter and cheers: 


Catvin Park 
1864, 
Hic Jacet 
The animating spirit 
and divine afflatus 
of the owner 


Were it the last drop in the Jug 
And you gasped upon the Spout 
Ere your fainting spirit fell 

I'd advise—to draw it out. 


Making a stoneware jar of that size must have 
been a task of some difficulty. No single workman 
could have managed it. 

The stoneware jug shown on Plate No. 63 came 
into the writer’s possession some years ago. It was 
found in Massachusetts. Nothing is known of its 
history, the only clue to which is the crudely incised 
drawing. A flag, obviously the British Union, is 
apparently being raised above a fort. Clinging to 
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the flagstaff, half-way up, is a man who seems to be 
engaged either in painting it or greasing it. From 
the speech he is represented as making to the man 
hoisting the flag from below, and from the latter’s 
reply, it would seem that he must be greasing the 
staff to prevent its being readily climbed. “Damn 
the Reblels [sé¢|. I will give them some trouble,” 
says the man above. “Slush it well, Johnney,” 
says the man below. 

What does this drawing mean? The drawing and 
the inscription appear to be wholly without mean- 
ing except in connection with the War of Inde- 
pendence. It seems to be certain that they must 
refer either to the American Revolution or to the 
second struggle with Great Britain, the War of 
1812. The point of view in either case is that of a 
partisan of Great Britain; the phrase “Damn the 
Rebels” indicates this, when taken in conjunction 
with the British flag. In the War of 1812 the term 
“Rebels” was not applied to the Americans by the 
British, so far as the present writer has discovered. 
Clearly the flag is not intended for the Stars and 
Bars of the Confederacy, and there is no chance that 
it is a product of the War of Secession. 

The writer of these pages does not offer a solution 
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to the problem propounded by the old jug. He 
believes that the jug is of American origin, and not 
British, as a friend suggests. It is easier to believe 
that it was made in this country by one who sym- 
pathized with the British cause, some Loyalist 
during the Revolution perhaps. We know that pot- 
tery inscribed with loyalist sentiments, “Tory 
dishes,” were much in use during the Revolution in 
loyalist strongholds. Here in Bennington, Vermont, 
older residents still tell a story relating to such a 
“Tory dish.” On their way home after the Battle 
of Bennington, August 16, 1777, some of the Ben- 
nington militia under Captain Elijah Dewey 
stopped near the house of Benjamin Fay to refresh 
themselves at his well. Calling for something to 
drink from, a bowl was brought out from the house. 
Strange as it seems, this was a “Tory dish” and had 
“Success to British arms” on the bottom. The 
inscription so enraged the men that they would 
have broken the bowl but for Captain Dewey’s 
firm resistance. The knowledge of that bowl so 
inscribed, in the home of one patriot and defended 
by another, makes it easy for the writer to believe 
that an American potter of loyalist sympathies may 
have made this old stoneware jug. 
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It is to be hoped that some day an enthusiastic 
hobbyist will give us a book devoted to those speci- 
mens of the American potter’s art in which individ- 
ual workmen have expressed their sense of the 
grotesque or the humorous, their jests, their jeers, 
their satires, and their sneers. What a jolly book 
to wait for! 
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Tucker % Hulme 
China Manufacturers 
Phrjadelphio 
192% 


—_ 


Man ufoclured Tucker & Hilvexe: 
by Jo3 Hemphii} Prraddahia 
Philade ieee 


4 
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°, 
“Orre nt? 6 “Ore v 


3 


5 JERSEY CITY JERSEY CITY. 


KEY 


No. NAME 
1 Jacob Scholl 


Tucker & Hulme 
Jos. Hemphill 
Tucker & Hulme 
American Pottery Co. 
American Pottery Co. 
American Pottery 
Manufacturing Co. 
American Pottery Co. 


Ke) Oo NANAOW DN 


American Pottery 
Manufacturing Co. 


10 American Pottery Co. 
11 D. & J. Henderson 


12 American Pottery Co. 


TO MARKS 


DaTE 
1830 
1828 
1832 
1828 
1840-45 
1840-45 
1840 
1842 
1840 


1840-45 
1829 


1840-45 
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REMARKS 

Impressed in sgraf- 
fito ware; about 
size shown 

See text 

See text 

See text 

Impressed in ware 

Impressed in ware 

Printed beneath 
glaze 

Impressed in table- 
ware 

Printed on transfer 
printed ware; see 
text 

Impressed 

Impressed in ware; 
the earliest Jere 
sey City mark 

Impressed in ware 


NORTON & FENTON 


East Bennington.Vt. 


13 


NORTON & FENTON 
Bennington,Vt. 


= 


Vermont, 


Fent, 

of On 

BG Fentons *¢ 
ENAMEL 

PATENTE D. 


Js Zp AN 


Xe Seon ct EG 


| nes SC 
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No. NAME 


13 Norton & Fenton 


Key to Marks 


DaTE 


1845-47 


14 Norton & Fenton 
15 Norton & Fenton 


16 C. W. Fenton 


17 Lyman & Fenton 


18 United States 
tery Co. 


19 United States 
tery Co. 


20 U.S.P. (United States 


Pottery) 


1847-48 


1849-58 


Pot- 1853 


Pot- 


1853 


1852 
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Used on Stoneware 
and on Rocking- 
ham; impressed 
in ware 

Raised lozenge 
with impressed 
letters; used by 
Fenton (see 
text); used on 
Porcelain and 
Rockingham 

Used on flint 
enamel ware and 
Rockingham (see 
text); impressed 
in ware 

Impressed; used 
on scroddle 
and Rockingham 
wares 

Raised medallion 
impressed let- 
ters; used on 
porcelains 

Raised ribbon with 
impressed ini- 
tials; used on 
porcelain, Parian 


included 


NION UNION 
PORCELAIN 
ae si 
GREENPOINT 
NV. NY. 


q ‘BENNETT 
ZX 
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No. NAME DatTeE REMARKS 
21 Smith & Son 1876 Impressed in ware; 
printed in 1877 

22 Union Porcelain 1878 Note the “ULB W.2 
Works 

23 Union Porcelain 18g0— 
Works 

24 Union Porcelain 1880 
Works 

25 Edwin Bennett, 18 56— One of the later 
Baltimore marks; 1885 

26 Edwin Bennett, 1856— One of the later 
Baltimore marks; 1885 

27 Edwin Bennett Pot- 1890 
tery Co. 

28 Edwin Bennett Pot- 
tery Co. 

29 Steubenville Pottery, 1879 Used on tableware 


Steubenville, Ohio 
30 Southern Porcelain 1856-64 Impressed in ware 


Co. 

31 Chesapeake Pottery, 1880 Used 1882-85 
Baltimore, Md. 

32 Chesapeake Pottery, 1880 Used 1882-84 
Baltimore, Md. 

33, Chesapeake Pottery, 1880 Used 1882-84 
Baltimore, Md. 

34 Chesapeake Pottery, 1880 Used 1882-84 
Baltimore, Md. 

35 D. F. Haynes 1881 Mark used for 
(Chesapeake _ Pot- years by Haynes 
tery Co.), Balti- and his successs 
more, Md. ors 
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WILLETS 
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No. NAME Date REMARKS 
36 New England Pot- 1878-83 First mark used; 
tery Co. printed 
37 New England Pot- 1880 crca Special mark used 
tery Co. on private order 
38 New England Pot- 1883-86 Printed _ under 
tery Co. glaze 
39 New England Pot- 1887 Used on “granite” 
tery Co. ware—printed in 
black 
40 New England Pot- 1886 Used on cream- 
tery Co. colored ware; 
mark printed in 
black 
41 New England Pot- 1886 Used on_ semi- 
tery Co. porcelain, highly 
decorated 
42 New England Pot- 1888 Adopted in 1888 in 
tery Co. place of 41 and 
used to 1889 
43 New England Pot- 1889-95 Used in place of 42 
tery Co. to mark “Rieti” 
ware 
44 Kurlbaum & 1853 See text 
Schwartz 
45 Otter & Brewer, 1876 Used on “Belleek”’ 
Trenton, N. J. ware only 
46 Otter & Brewer, 1866 Used on tableware 
Trenton, N. J. 
47 Otter & Brewer, 1876 
Trenton, N. J. 
48 Otter & Brewer, 1876 
Trenton, N. J. : 
49 Willett’s Manufac- 1879 Used on “Belleek’ 


turing Co., Tren- 


ton, N. J. 
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ware only 


BELLEEK 


aveye Wh FMC 
ol S52 93 


C.O.T p 
KG 
° 


30 


ave 


SEMI-GRANITE 


56 


ASE FLINT cayih 

KNOWLES, TAYLOR 
AND 

KNOWLES 


Key to Marks 


No. NAME Date REMARKS 

50 Ceramic Art Co, 1888 Belleek ware 
Trenton, N. J. 

51 Pauline Pottery Co., 1888 Impressed im 
Edgerton, Wis. earlier produc- 

tions, printed in 
later ones 

42 Faience Manufactur- 1886 On porcelain and 
ing Co., New York decorated pottery 

§3 Faience Manufactur- 1886 Incised on majolica 
ing Co., New York 

54 Harker Pottery Co., 1840-90 Mark adopted 1890 
East Liverpool, O. 

55 American Porcelain 1854-57 Impressed in paste; 
Manufacturing Co., soft porcelain 
Gloucester, N. J. 

56 C. C. Thompson Pot- 1884 Mark used on semi- 
ter Co., East Liver- granite 
pool, Ohio 

57 Knowles, Taylor & 1870 
Knowles, East 
Liverpool, Ohio 

58 Burgess & Campbell 1879 Impressed in ware 
Trenton, N. J. 

59 Burgess & Campbell 1879 Printed in brown 
Trenton, N. J. under the glaze 

60 Cook Pottery Co., 1894 Firm _ succeeded 
Trenton, N. J. Otto & Brewer 

61 Cook Pottery Co. 

62 Cook Pottery Co. 

63 Griffen, Smith & Hill, 1879 Monogram im- 
Phenixville, Pa. pressed in ware 

64 Griffen, Smith & Hill, 1879 Same with name of 
Phenixville, Pa. ware in border 

(also “Etruscan 
Ivory” etc.) 

65 J.S. Taft & Co., Printed in red over 

Keene, N. H. the glaze 
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Zoi 
(TANS 
CALE. MAYER. 


CHELSEA KERAMIC 
ART WORKS 
ROBERTSON Y SONS 


Key to Marks 


No. NAME DatTE REMARKS 
66 J. & E. Mayer, 1881 Mark used on 
Beaver Falls, Pa. white granite 
67 J. & E. Mayer, 1881 Used on decorated 
Beaver Falls, Pa. dinner and tea 
services 
68 D. E. McNichol Pot- Mark used on 
tery. ,Co., East white granite 
Liverpool, Ohio 
69 Salamander Works 1848 Impressed in brown 
glazed __earthen- 
wale. 
70 John Moses & Co., 1863 
Trenton, N. J. 
71 John Moses & Co., 
Trenton, N. J. These five marks 
72 John Moses & Co., were used at 
Trenton, N. J. various times; 
73 John Moses & Co., they cover the 
Trenton, N. J. life of the firm 
74 John Moses & Co., 
Trenton, N. J. 
75 “Chelsea Pottery 1891 About 1897 became 
UsS- Dedham Pottery 
76 Chelsea Keramic Art 1866 Impressed up _ to 
W orks, Chelsea, 1880 
Mass. 
77 Chelsea Keramic Art 1875-89 Initials impressed 
Works, Chelsea, 
Mass. 
78 Franklin Porcelain 1880 Used on_ granite 
Co., Franklin, Ohio. and soft - paste 
porcelain 
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A CHRONOLOGICAL LIST OF ALL MARKS 
USED BY THE NORTON POTTERIES, 
BENNINGTON, VERMONT 


Nore: As the marks used by the Norton Pot: 
teries consisted simply of stamped plain lettering, 
with no ornamentation or devices of any kind, it has 
been thought unnecessary to list minor variations in 
the arrangement of the same words, as, for example, 
when “Bennington, Vt.” is printed on two lines in- 
stead of on one. As a general rule, the name and 
address occupy two lines. One line and three lines 
are uncommon arrangements. Where the mark takes 
the form of an arrangement of the words in a circle, 
the fact is here indicated. The principal value of 
this list to the collector is, of course, the fact that 
it provides a complete and convenient check-list by 
means of which any piece of stoneware bearing a 
Norton mark may be dated with virtual certainty. 
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L. Norton & Co., Bennington, Vt. 1823-28 
L. Norton, Bennington, Vt. 1828-33 
L. Norton & Son, East Bennington, Vt. 

L. Norton & Son, Bennington, Vt. B93 242 


Julius Norton, East Bennington, Vt. 
J. Norton, East Bennington, Vt. 
Julius Norton, Bennington, Vt. hte MC), 
J. Norton, Bennington, Vt. 

Norton & Fenton, East Bennington, Vt. |: 


Norton & Fenton, Bennington, Vt. 1844 (45)-47 


Julius Norton, Bennington, Vt. 9 

J. Norton, Bennington, Vt. ieee 
J. & E. Norton, Bennington, Vt. 1850-59 
J. Norton & Co., Bennington, Vt. 

J. & E. Norton & Co., Bennington, Vt. | 1859-61 
E. & L. P. Norton, Bennington, Vt. 1861-81 
E. Norton, Bennington, Vt. 1881-83 
Edward Norton, Bennington, Vt. 

Edward Norton & Co., Bennington, Vt. 1883-94 


E. Norton & Co., Bennington, Vt. 
Edward Norton & Company, Bennington, Vt. 
(Sometimes the word “Company” is spelled in full) 
Edward Norton Company, Bennington, Vt. 1886-94 
(This last mark is uncommon.) 
Bennington Factory 


When the author’s book, ““The Potters and Pot- 
teries of Bennington,” was prepared for the press, 


only one example of this mark had come to his at- 


Sometimes arranged in a circle. 
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tention. Since then, however, he has learned of 
several others. He is now of the opinion that this is 
not a pottery mark at all, but an owner’s mark im- 
pressed in the ware on order. “Ralph Goldsmith, 
Bennington, Vermont,” is another example of the 
same kind—made for a local tradesman. 
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Tue serious collector will desire to build up a 
good working library. It is at once remarkable and 
regrettable that there should be such a dearth of 
available bibliographical material that is at once 
reliable and illuminating. The amateur hobbyist 
should have upon his working book-shelf at least one 
good text-book covering the broad field of ceramic 
collecting. Taken all in all, it is doubtful whether 
a better book for this purpose can be had than Fred- 
erick Litchfield’s ‘Pottery and Porcelain: A Guide 
to Collectors” (MacMillan Company, New York, 
1925). Another treatise of a general character that 
is almost invaluable to the student is “The Ceramic 
Art: A Compendium of the History and Manufac- 
ture of Pottery and Porcelain,” by Jennie J. Young 
(Harper & Brothers, New York, 1878). This im- 
portant book is unfortunately out of print and not 
readily procurable. It is accessible in most of the 
large public libraries, however. 
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The well known works of Dr. Barber, or some of 
them, are virtually indispensable to the student of 
American ceramics. While Barber was far from a 
careful writer, frequently jumping at conclusions, 
and was much given to making wide generalizations 
on a too scanty basis of verified fact, his more im- 
portant works cannot be dispensed with. His prin- 
cipal book, ‘Pottery and Porcelain of the United 
States’ (G. P. Putnam’s Sons, New York, 1909), 
while it needs to be used with great caution, is one 
of the most important source-books that we have. 
His “Marks of American Potters” (Patterson & 
White Company, Philadelphia, 1904) is out of 
print and rather difficult to obtain. Far from being 
a satisfactory compilation, it is the most useful 
handbook of the kind thus far produced. From 
many points of view Barber’s well known mono- 
graph, “Tulip Ware of the Pennsylvania-German 
Potters” (Pennsylvania Museum, Philadelphia, 
1903), is the author’s best work and the most help- 
ful. 

Practically indispensable is ‘The Encyclopedia 
of Ceramics,” compiled by W. P. Jervis (New 
York, 1902). Lacking in discriminating scholar- 
ship though it is, this exhaustive work contains a 
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vast amount of information not readily found else- 
where. Albert Hastings Pitkin’s posthumously 
published “Early American Folk Pottery” (Hart- 
ford, Connecticut, 1918) is quite worthless, and is 
only mentioned here because it is so frequently re- 
garded as authoritative by uncritical readers. Con- 
siderable information concerning early American 
potteries and potters can be found in the volumes of 
that defunct periodical, “Old China,” if the reader 
has access to a file. The files of “The Crockery and 
Glass Journal,” the well known trade paper of New 
York, contain a great deal of useful data scattered 
through the numerous volumes. For example, the 
best historical account of the East Liverpool, Ohio, 
potteries is that contained in the fiftieth anniversary 
number, December 18, 1924. The files of ‘“‘An- 


9 


tiques,” the well known monthly, provide a rich 
mine for the serious student. To a greater extent 
than any other magazine in its field, “Antiques” 
recognizes the responsibilities and obligations of 
conscientious editorship. 

The best account of the potteries at Morgantown, 
West Virginia, is that published in the annual report 
of the National Museum (Smithsonian Institution, 


Washington, D. C.), for 1899. This is a valuable 
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monograph by Walter Hough, assistant curator of 
the Division of Ethnology, Smithsonian National 
Museum. The Quarterly Bulletin of the New York 
Historical Society, July, 1926, contains an alto- 
gether admirable study by Dr. John E. Stillwell, 
entitled ‘“Crolius Ware and Its Makers.” This is a 
study which no student of American ceramics can 
afford to ignore. “The Potters and Potteries of 
Bennington,” by the author of the present work, will 
interest those collectors who specialize in collecting 
Bennington porcelain and pottery. 
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INDEX 


Abbott, 228 

Act of Union, 202 

Adams, Enos, potter, 340 

Adams, John & Samuel, 74 

Agate, 39 

Aiken, S. C., 275 

Akron, Ohio, pottery, 225, 337, 
339, 340, 341, 343 

Albany, N. Y., early pottery, 215 

Albert, Henry, potter, 164, 217 

Alcock & Co., 335 

Allen, George, potter, 339 

Allentown, Pa., pottery, 217, 
219 

American Crockery Co., 344 

American Porcelain Co., 245 

American Porcelain Mfg. Co., 
339 

American Pottery Co., 292, 296, 
341 

American Pottery Mfg. Co., 221, 
291, 293 

American Revolution, industrial 
effects of, 93-99 

Artificial porcelain, made by 
English potteries, 16-18 

Astbury, John, potter, 329 

Astbury & Maddock, 342 

Astbury & Millington, 338 

Athens, Ohio, 349 

Attleboro, Pa., pottery, 220 

Atwater, Ohio, pottery, 226, 343, 


344 


Augusta, Ga., 275 

“‘Aurora General Advertiser,” 
188 

Austria, porcelain made in, 17 


Bagaly & Ford, 254, 255 

Baggott, Samuel & William, 338 

Baker, Edwin, potter, 337 

Baker, Herbert, potter, 226, 337 

Baldosen & Pace, 344 

Baltimore, Md., pottery, 219, 
224, 225, 333; 199 

Barbados, early export of pot- 
tery to, 57, 59 

Barber, Edwin Atlee, quoted, 
28, 30, 54, 60, 67-69, I1I, 123, 
143,151,152, 233, 235, 238,347 

Barber, Enoch, 352 

Bartleman, , potter, 
223 

Basalt, 187, 381 

Bath, S. C., pottery, 341, 347 

Battle of Bennington, III, 355 

Beaver Falls, Pa., 343 

Beech, R. Bagnoll, potter, 223 

Beecher & Lantz, 341 

Beerbower, L. B. & Co., 124, 
125 

Behn, Andrew, 340 

Bell, Joseph, potter, 222 

Bell, Soloman, potter, 167 

Bell, Soloman & Samuel, pot- 
ters, 223 


167, 
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Bennett Brothers, potters, 223, 
316, 333 

Bennett, Daniel, 323 

Bennett, E. & W., potters, 334 

Bennett, Edwin, potter, 224, 
323, 333 

Bennett, F. & W., potters, 225 

Bennett, James, potter, 222, 
321-326 

Bennett, William, 323, 334 

Bennington, Vt., agate or 
scroddle ware, 39; early pot- 
tery, 130; flint-enamel wares, 
41; historical museum, 299; 
kaolin deposits, 257; pottery, 
S5 LOL, 170, -2loye 220, 221, 
223, 224, 226, 340; Rocking- 
ham, 41 

Benson, Dirck, potter, 54 

Bergey, Benjamin, potter, 141, 
167, 222 

Bergholtz, N. Y., pottery, 337 

Betz, J. F., potter, 332 

Binney & Ronaldson, potter, 
190, 215 

Biscuit china, classified, 38 

Bitting, , potter, 167, 225 

Blakeley, James & John S., 
potters, 325 

Bloor, Ott & Booth, 341 


Blountsville, Tenn., pottery, 
225 

Boch, William, & Brother, 282, 
283 


Bodeen, J., potter, 221 

Bodenbohl, Peter, 341 

Bodleian Library, Oxford, 56 

Bone, calcined, used, 17-19 

Bonnin, 84 

Bonnin & Gousse, potter, 76, 82, 
84 

Bonnin & Morris, Philadelphia 


potter, 76-84; advertisement 
for apprentices, 77-78; adver- 
tisements for zaffera, 78; ap- 
peal to Pennsylvania for aid, 
78, 82; 83; failed disastrously, 
83; imitation Bow wares, 79; 
location of his pottery, 76; 
only authentic specimen of 
work, 80; soft-paste porcelain 
made by, 79; used clay from 
Delaware, 81; 88, 94, 180, 
193, 232 

Boone, Daniel, pitcher, 246, 335 

Booth, Richard, 325 

Boscawen, N. H., pottery, 213 

Boston, colonial pottery, 92; 
early pottery, 84, 85; pot- 
tery, 339, 344 

Bottger, John Frederick, stim- 
ulates German industry, 17; 


work of, 14 
Boughner, Alexander, potter, 
226 


Boulter, Charles J., potter, 185, 
222 

Bow, china, early, made from 
American clay, 66; pottery, 
basic patent, 62; 16, 17, 76 

Bradford, Vt., 176 

Braintree, Mass., colonial pot- 
tery, 91; early pottery, 73, 


74 
Brayton, Kellogg & Doolittle, 
potters, 219 
Brewer & Tempest, potters, 339 
Brewer, S. A., potter, 339 
Brewer, Tunis, potter, 339 
Bridgeton, N. J., pcttery, 221 
Bristol, potteries import Amer: 
ican clay, 63 
Bromley, William, potter, 223 
Bromley, William & Son, 340 
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Brooks, Hervey, potter, 87 

Broome, Professor Isaac, 54, 288, 
289 

Brunt, William, potter, 325 

Buchanan, President, 349 

Budd, James, Burlington pot- 
ter, 57, 58 

Budd, Mary, potter’s wife, 58 

Bullock, R. B., 277 

Burley, , potter, 219 

Burley, Lazelier, potter, 224 

Burlington, N. J., colonial pot- 
tery, 90; early pottery, 55- 
58, 175; pottery, 213, 338, 
346; salt glazed ware first 
made, 55, 59 

Burlington, Vt., early pottery, 
173; pottery, 214 

Burpee, J., potter, 214 

Burtleman (or Bartleman), Wil- 
liam, potter, 155, 168 


Burton, William, F.G.S., 62, 
343 

Cadmus, ——, potter, 226 

Caldwell, James & Robert, pot- 
ters, 213 


Cambrian Potteries, Wales, 196 
Campbell, Justin, potter, 219 
Canton, Ohio, pottery at, 224 
Carr, James, potter, 192, 338 
Cartlidge, Charles, potter, 225, 
276, 278, 279, 281, 282 
Cartlidge, Charles & Co., pot- 
ters, 225 
Cartwright, William, 342 
Carversville, Pa., pottery, 215, 
219 
Cavendish, Vt., 176 
Centennial Exposition, 285, 288- 


289, 332 
Central New York Pottery, 219 


Century Vase, 285 

“‘Ceramic Art,’’ 228 

Chaffers, Richard, pioneer Eng- 
lish potter, 19, 38 

Chelsea, Mass., pottery, 342; 
potteries, 16 

Chester Co., Pa., kaolin, 251 

Chicanneau, M., researches, 13 

Chichester, Abner, 114 

China, definition, 7-8; origin of 
name, 9; porcelain synony- 
mous, 8 

Chinese invention of porcelain, 
Q, 12 

Chinese porcelain, characteris- 
tics, II-12, 14 

Church, Professor, quoted, 13 

Cincinnati, Ohio, early pottery, 
120, 132; pottery, 213, 222- 
224, 226, 338-339, 341-342, 


' 344 : 
Claesen, Dirck, potter, 54-55 


Clark, Decius W., adviser to 
Fenton, 260; in Kaolin, S. C., 
275, 276; interested in bone 
china, 263-264 

Clark, L. W., 344 

Classification of wares accord- 
ing to paste, 48 

Clay, Henry, bust, 281-282 

Cleopatra, bust, 289 

Cleveland, Ohio, pottery, 222 

Clews, James, begins afresh in 
America; 208; closes Cobridge 
works, 208; his career in Eng- 
land, 207-208; history of his 
pottery at Troy, Indiana, 209- 
210; reasons for his failure, 
211; vogue of his English 
work, 207; 196 

Cliff-dwellers, pottery, 51 

Color test for porcelains, 32 
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Coloring agents used by potters, 
107, 139-140 

Columbian pottery, 178, 180 

Combing described, 318 

Connecticut, early potteries, 
106-109 

Cook & Richardson, 343 

Cookworthy, William, finds clay 
in Cornwall, 21; makes hard- 
paste porcelain, 20; patent, 21; 
quoted, 61, 63 

Cope, , potter, 165, 218 

Copeland, English potter, 256, 
269, 278, 289, 302 

Copley, American painter, 74 

Corinth, Vt., 176 

Cornwall, kaolin and feldspar, 
20; superior clays, 62 

Cortselius, Anna Christina, 68 

Cortselius, Veronia, 68 

Coxe, Dr. Daniel, pottery, 55- 
61; 194 

Coxe, Daniel, Jr., 56 

Coxon, Charles, modeler, 334- 
335 

Coxon & Co., 341 

Crafts, E. G., potter, 204-205 

Crafts, Thomas, potter, 199, 214 

Cranch, Richard, starts pottery 
at Quincy, 73-74 

, Crittenden, Timothy, 174 

“Crockery and Glass Journal,” 


324 
Crolius, Clarkson, 67, 69-72, 
120, 159 


Crolius, Clarkson, 11, 71-72 

Crolius, John, 69, 71, 116 

Crolius, Peter, potter, 67-68 

Crolius, William (also ‘‘Croy- 
las’’), potter, 67-69, 71 

Crooksville, Ohio, early pottery, 
224 


Cross, Peter, potter, 108, 161, 


214 
Croxall, John, and _ brothers, 
223, 325 
Curtis, Joha, potter, 104-105, 
119, 159, 177 


Cushman, Paul, potter, 215 
Cuyahoga Falls, Ohio, 341 
“Cyclopedia of Ceramics,’’ 236 


Dallas, Frederick, 342 

Danvers, Mass., early pottery, 
86 

Davies, Colonel, 347 

Davis, T. J., 341 

Delft, how classified, 40 

Dennis, Samuel, early potter, 
106 

Dewey, Capt. Elijah, 355 

Dewey, Timothy, 228 

Dewilde, John, potter, 54 

Diehl, George, potter, 167, 221 

Dorset, Vermont, pottery, 213 

Doulton wares, 39 

Downingtown, Pa., early pot- 
tery, 215 

Doylestown, Ohio, pottery, 221 

Drach, Rudolf, potter, 158 

Dresden, 284 

Duane, Mayor James, 116 

Dummer, George, potter, 228 

Duncan, member of Jersey City 
Pottery Co., 297 

Dunham, Samuel, potter, 125 

Durell, Jonathan, New York 
potter, 87 

Dwight, John, patents process, 
12-13; salt-glazed ware, 55, 
59-60; 17 


Earthenware, synonym for pot- 
tery, 34 
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East Greenwich, R. I., colonial | Farrar & Stearns, potter, 338 
pottery, 92 Fay, Benjamin, 355 

East Liverpool, Ohio, amazing | Fennemore, Jason, 242-243 
growth of pottery industry, | Fenton, Christopher Webber, 


326-327; Benjamin Harker’s 
pottery, 324; first kiln fired, 
50; first kiln of ware burned, 
323; first pottery erected, 321; 
Goodwin pottery started, 324; 
Harker & Taylor partnership, 
324-325; its first settlement 
by white men, 322; James 
Bennett, its pioneer potter, 
321-323; manufacture of com- 
mon yellow started, 323; pot- 
tery, 222-223, 225, 338-339, 
341-344; Rockingham ware 
made, 324; Salt & Mear works 
started, 324; success of Ben- 
nett pottery engenders com- 
petition, 323; Woodward & 
Vodrey pottery, 324; 198- 
199; 320, 333-334 

Eichenlaub, Valentine, potter, 
338 

Elers, English potter, 55 

Elizabeth, N. J., pottery, 124- 
125, 155, 217, 308 

Ellsworth, Colonel, shooting, 330 


associated with A. P. Lyman 
and Calvin Park, 261; Ben- 
nington potter, 41; begins at 
Bennington, 171-172; crafts- 
men brought to Bennington, 
302, 306-307; engaged in 
powder manufacture, 261; ex- 
periments with porcelain mak- 
ing, 259; financial difficulties, 
266; goes to Kaolin, S. C., 
276; has Henry D. Hall as 
partner, 259; association with 
Clark, 260; flint-enamel pro- 
cess, 315, 317; limitations as 
potter, 261; Lyman leaves 
firm, 262; operates pottery at 
Dorset, Vt., 173; Park with- 
draws from firm, 261; partner- 
ship with Julius Norton, 258; 
partnership with Julius Nor- 
ton dissolved, 259; revives 
porcelain industry, 256; starts 
manufacture on his own ac- 
count, 259; wares made by, 


259; 298, 352 


Ensminger, A., potter, 219 Fenton, Jacob, 213 
Etruria Pottery, Trenton, N. J., | Fenton, Jonathan, born at 


289 
Euwatse, John, potter, 54 


Fairfax, Vt., pottery, 175, 220, 


Windham, Conn., 173; estab- 
lishes pottery at Dorset, Vt., 
172; ink-well, 173; wares made 
173; 213 


330-339 Fenton, Leander W., 174 
Fairlee, Vt., 176 Fenton, Richard L., potter, 
Farrar, Caleb, Vermont potter, 173 

174, 216 Fenton, Richard Webber, 173, 
Farrar, E. L., potter, 175, 220 214 
Farrar, S. H., 316, 339 Fenton & Clark, potters, 340 
Farrar, William H., 275-276 Fenton, Hall & Co., 261 
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Fergusun, Herbert Q., potter, 
225, 279 

Fisher, J. C., potter, 214 

Fisher, Thomas, 214 

Fiske & Smith, potters, 219 

Flaxman, English artist, 302 

Fleet, Samuel, potter, 112 

Flint-enamel ware, Bennington, 
easily identified, 316-317; 
characteristic features, 315; 
Fenton’s patented process,317; 
quite distinct from Rocking- 
ham, 315; made at Baltimore, 
334; made at Baltimore by 
Bennett, 316; made at Fairfax 
by Farrar, 316; misuse of Fen- 
ton’s patent mark, 314; use of 
metallic oxides in glazing, 317 

Florentine potters, porcelain 
made, 12; formula used, 13- 


14 

Florida clay, used by Wedg- 
wood, 66 

Foot test for paste, 28-29 

Forrest, bust of as William Tell, 
286 

Foulke, West Virginia potter, 
II5-I116, 119, 159 

Fracture test for porcelains, 30- 
31 

Franconia, Pa., early pottery, 
216 

Franklin, 98 

Franklin Institute, 182-184, 
IQI-I92, 229, 234, 236, 242, 
246, 249, 255, 296 

Frederick, Pa., pottery, 218 

Freytag, Daniel, potter, 180, 216 

Frost, potter, 197 

Frye, Thomas, Bow potter, 61; 
patent process, 17 

Fultonham, Ohio, pottery, 344 


Gager, O. A., & Co., 262 
Gardner, Nathaniel, 112 
Germantown Works, Braintree, 


Mass., 73-74 
Germany, early experiments, 14- 
15 


Gilbert, Eleazur, potter, 224 

Gilbert, John, potter, 224 

Glaze, alkaline, how produced, 
44; classification of wares, 
42-47; definition, 43-44; how 
colored, 46; plumbiferous, how 
produced, 45; primary class- 
ification, 44; 45, 46; relation 
to enamel, 47; transparent, 46 

Glazing, origin, 43 

Gloucester, N. J., 339 

Goodale, Daniel, potter, 216 

Goodwin, John, potter, 223, 324, 
341, 343, 344 

Goodwin, Seth, potter, 160 

Goodwin, Thomas O., potter, 
164 

Greatbach, Daniel, 294-296, 
302-303, 305-397, 352 

Greber, potter, 168, 225 

Green Point, 279-280, 
285, 288; pottery, 225 

Greensboro, Pa., pottery,215,226 

Greenwood Pottery Co., 342 

Grey, Thomas, 344 

Groff, Joseph, potter, 163, 216 


282, 


Haig, Thomas, potter, 163, 191- 
192, 216 

Haig, Thomas & James, potters, 
221 

Hall, Henry D., potter, 259, 261 

Hallingsworth, George, 323 

Hamlyn, George, potter, 221 

Hancock, Frederick, potter, 222, 


339 
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Hancock, John, potter, 98, 195- 
196, 220, 222, 324 

Hanford, Isaac, potter, 120, 213 

Harker, Benjamin, potter, 321, 
323, 325 

Harker, George S., 325 

Harker, Taylor & Co., 326 

Harrington, T., potter, 219 

Harris, Thomas, 341 

Harrison, President, 295 

Harrison, John, modeler, 256- 
258, 306 

Hart, John, signer of Declara- 
tion of Independence, 288 

Hartford, Conn., early pottery 
in, 107, 119-120, 213-214, 219 

Harvey, Isaac A., potter, 326, 


339 
Hastings & Belding, potter, 226 
Haswell, Anthony, once a potter, 


85 
Hattersly, Charles, potter, 330, 
338 
Haymaker’s bottles, 108-109 
Headman, Andrew, potter, 161, 


214 
Headman, Charles, potter, 161, 
214 
Headman, John, potter, 161, 
213 


Headman, Peter, potter, 161, 213 

Helston, superior kaolin, 21 

Hemphill, Judge Joseph, 
Sévres imitated, 253-254; 220, 
241, 242, 247-249 

Hemphill, Robert C., 242 

Henderson, David, potter, 290, 
294, 322 

Henderson, D. & J., potters, 220, 
290-292 

Henry, member of Jersey City 
Pottery Co., 297 


Herbert, J. T., 342 

Herbertsville, N. J., pottery, 194 

Herring, David, potter, 166 

Herring, John, potter, 162, 217 

Hersteine, Cornelius, potter, 159 

Hews, Abraham, potter, 86 

Heylyn, Edward, Bow potter, 61 

Higgins, , potter, 222 

Hildebrand, Frederick, potter, 
165, 218 

Hill, Asa, potter, 226 

Hill, Foster & Co., potters, 225 

Hill, Merrill & Co., potters, 337 

Hillsboro, Ohio, pottery, 214 

Hinchse, Benjamin, 341 

Hockessin, Del., pottery, 340 

Holland, ware made, 40 

Horne, Samuel, potter, 166, 219 

Howson & Hallam, potters, 222 

Huebner, George, potter, 150, 
159 

Huntington, L. I., colonial pot- 
tery, 91; early pottery, 119; 
pioneer pottery, 111; pottery, 
214, 218 

Huntington Historical Society, 
113 

Hutchin’s Map of Collect Pond, 


69 
Hutchinson, William, potter, 217 


Iliff, Richard, 214 

Indiana Pottery Co., 208, 222 
Indians, pottery, 51 

Inlaid ware, 129 

Ironstone china, 48 


Jackson, President Andrew, 141, 
240 

Jaffrey, N. H., early pottery, 217 

Jamaica, early export of pottery, 
57, 59 
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Jasper ware, 39 
Jefferson, 98 


Jefford pottery, Philadelphia, 
307 

Jeffords, J. E. & Co., 342 

Jersey City, manufacture of 
porcelain begun, 228; man- 
ufacturing of porcelain aban- 
doned, 238; potteries, 219- 
221, 290; Pottery Company, 
297 

Jersey Porcelain and Earthen- 
ware Co., awarded prize, 229; 
exhibits wares, 234; porcelain 
manufacture discussed, 230; 
products made, 230; 219, 229, 
290 

Jervis, W. P., 236 

Johnson & Baldwin, potters, 340 

Johnson & Dewey, potters, 340 

Johnson, Whitman & Co., 339 

Johnson, Joseph, potter, 66, 220 

Johnson, Thomas, potter, 337 

Jonathan Creek, Ohio, early 
pottery, 216, 219 

Jones, Josiah, potter, 276, 279, 
282, 330 

Judd, Norman L., potter, 214, 
216 


Kaolin, American, shipped to 
England, 66; characteristics, 
15; deposits at Bennington, 
257; feldspar, characteristics, 
15; petuntze, 15; used by 
Bottger, 15; used by Chinese, 
12 

Kaolin, Mo., 338 

Kaolin, S. C., marks used by 
pottery, 277; pottery estab- 
lished, 275; pottery, 339; 
pottery operated through Civil 


War, 277; products sent north, 
277; types of ware made, 
276; 320 

Kearns, Anthony, potter, 222, 
321, 323 

Keeler, Benjamin, potter, 112, 
165, 218 

Keene, N. H., pottery, 343 

Keffer, Ferdinand, 342 

Kendall & Sons, potters, 222 

Kendall, Miles, potter, 86 

Kendall, Uriah, potter, 222 

Kentucky, early pottery, 120 

Keramos Vase, 285 

Kerbaum, Charles, 338 

Kerfoot, J. B., 333 

Kettle, Jonathan, potter, 86 

Keyes, Homer Eaton, 349 

Kier, S. M., 342 

Kintner, Jacob, potter, 158 

Kinzie, potter, 167, 223 

Kline, Philip, potter, 162; 215 

Klinker, Christian, potter, 158 

Knapp, F. J., 341 

Knife and file test for paste, 
27-28 

Knittle, Mrs. R. Mansfield, 209 

Knowles, Taylor & Knowles, 
326, 343 

Knowles, Homer S., 326 

Knowles, Isaac W., 323, 326, 
339 


Laboratory tests for paste, 29-30 

Lathrop, Charles, potter, 108, 
120, 159 

Laughlin, H. & S., 344 

Leake, W. G., 125 

Leake, William, 307-308 

Leeds printed ware, 41 

Leidy, John, potter, 160, 216 

Lessel, Peter, potter, 338 
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Lewis & Cady, 339 

Lewis and Gardner, potters, 113 

Lewis, Bostwick & Cady, 339 

Lewis, Henry, potter, 112 

Lewis, Jacob, potter, 208 

Lewis Pottery Co., 208-209, 220 

Lincoln, President, 350 

Lionsville, Pa., pottery, 218, 222 

Litchfield, Conn., 87, 91 

Liverpool ware, 181; printed 
ware, 41; 20 

Locker, Thomas, potter, 
225 

Longfellow, 296 

“‘Lost art,’”’ nonsense, 133 

Louisville, Ky., pottery at, 208- 
210; 220 

Lowestoft, 48 

Luster ware, 40 

Lyman, A. P., 261 

Lyman, Fenton & Co., 261-262 

Lyman, Fenton & Park, 261 


196, 


MacCarthy, Frank, 201 

Maddock, Thomas, 343 

Madison, Co., Ill., 337 

Majolica, how classified, 40 

Manley, Cartwright & Co., 344 

Manley, Holland, 342 

Mann, John, potter, 220 

Mappes, H., 340 

Marbled ware, described, 318; 

48 

Markel, Immon & Co., 343 

Marks, A. J., 343 

Marks, failure to use, 100-101 

Marshall, Abner, 340 

Marshall, John, bust, 281-282 

Mason’s ironstone china, 48 

Massachusetts, colonial potter- 
ies, 86 


McDevitt, E., 343 

McFarland, William, potter, 120 

McGerron, member of Jersey 
City Pottery Co., 297 

McNamee & Cook, 277 

McQuate, Henry, potter, 224 

Meade, Dr., potter, 193, 217 

Meagher, Frederick, 339 

Mear, Frederic, potter, 324 

Mehwaldt, Charles A., potter, 
168, 337 

Meissen, 17, 284 

Merrill, Calvin J., 224 

Merrill, Edwin H., potter, 221, 

224 

Merrill, E. H. & Co., 341 

Mertz, Jacob, potter, 155, 168, 

340 

Metropolitan Museum, 282 

Middlebury, Ohio, pottery, 224, 

226, 337 

Middlebury, Vt., 175 

Miller, Abraham, 103-105, 18I- 
186, 192-193, 216, 217, 229 

Miller, Andrew, 103-105, I19, 


159, 181, 216 

Miller, Christian, potter, 167, 
224 

Millington, Astbury & Poulson, 
329, 340 


Millington, Richard, potter, 329 

Minner, William, 343 

Minton, English potter, 
278, 289 

Mitchell, James, 175 

Mogadore, Ohio, pottery, 342, 
344 

Moore, , potter, 167, 223 

Moore, Richard, potter, 166 

Moore, 8., 343 

Moorhead & Betz, 342 

Mootz, , potter, 221 


269, 
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Morgantown, W., Va., early 
pottery, 115-116, 119; pot- 
tery, 213; 137; 343 

Morley, George, & Brothers, 337 

Morris, George Anthony, 76 

Morris & Wilmore, 344 

Morrison & Carr, 338 

Moses, James, 342 

Moses, John, 341 

Mound-builders, pottery, 51 

Mount Sterling, Ohio, pottery, 
219 

Muller, Karl, 284-285, 288 

Mullowny, Captain John, pot- 
ter, 162, 186-187, 190, 215 

Mumbauer, Conrad, potter, 158 

Myers & Hall, 344 

Myerstown, Pa., pottery, 224 


Nase, John, potter, 166, 220 

Nash, potter, 164, 217 

Neisser (also Niezzer), Jacob, 
166, 219 

Nelson, figure, 346 

Nessz (‘‘Nase’’), Johannes, pot- 
ter, 160 

New Amsterdam, colonial pot- 
tery, 90; pottery, 54, 66 et 
seq. 

New Bedford, Mass., 349 

New Boston, Mass., 85 

New Britain, Pa., pottery, 224 

New Jersey Pottery Co., 343 

New Jersey, Rockingham ware, 
41 

New York, potters among early 
Dutch settlers, 54; pottery, 
225; 217, 338 

New York City, colonial pot- 
tery, 90-92; early pottery, 120; 
pottery during Revolution, 
116 


New York Historical Society, 
68 

Newcastle County, Del., feld- 
spar, 25 

Newport, Vt., 176 

Nichols & Alford, 338 

Nichols & Boynton, 346 

Nockamixon, Pa., early pottery, 
217-218 

North Fairfax, Vt., 175 

Norton & Fenton, 224, 300 

Norton, Mrs. Edward, 299 

Norton, John, authentic speci- 
mens of his work, IIO-III; 
establishes first pottery in 
Vermont, 109; history of his 
pottery, 172; learned trade at 
Litchfield, 87; settles in Ben- 
nington, Vt., 109; wares made, 
110; 109, 120 

Norton, J. & E., potters, 226 

Norton, Julius, dissolves part- 
nership with Fenton, 259; 
fire destroys pottery, 258; 
experiments in porcelain mak- 
ing, 258; interest in porcelain 
manufacturing, 256; partner- 
ship with Fenton, 300; work 
as potter, 299; work subse- 
quent to dissolution of part- 
nership with Fenton, 301; 
ink-stand, 299; in partner- 
ship with father, 172; makes 
Rockingham ware, 299; part- 
nership with C. W. Fenton, 
258; sends to England for 
modeler, 256; 223, 298 

Norton, L. & Co., potters, 218 

Norton, L. & Son, potters, 221 

Norton, Luman, potters, 172. 
220 

Norwalk, Conn., 101 
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Norwich, Conn., early pottery, 
120; pottery at, 222; 108-109 


Ogden, Joseph, potter, 324 
Ohio, Rockingham ware, 41 

Old Bridge, N. J., pottery, 213 
Orcutt, Walter, potter, 224 
Osborne, Joseph, potter, 86 
Osborne, William, potter, 86 
Ott & Brewer, 289 


Palmer, Joseph, starts pottery 
at Quincy, 73-74 

Parian, a hard-paste porcelain, 
38; distinct type of porcelain, 
267; distinguishing character- 
istics, 268-269; made at Balti- 
more, 334; made at Trenton, 
N. J., 288; made by English 
potter, 19, 21; models by 
Broome, 288; name misap- 
plied, 266-268; quality of 
ware made at Bennington, 
269-270 

Park, Calvin, 261, 352-353 

Paste, definition, 11 

Pate dure, 10 

Péte tendre, 10 

Peabody, Mass., colonial pot- 
tery, 90-91; early pottery, 
86 

Peal’s Museum, 178-179 

Penn, William, 126 

Pennsburg, Pa., pottery, 225 

Pennsylvania Dutch ware, no- 
menclature, 123-126; early 
appearance of pottery in- 
dustry, 50; Rockingham ware, 
41; tulip-ware, 41 

Pennsylvania Historical Society, 
235 


Pennsylvania Museum, 139-141, 
282 

Pennsylvania Society for the 
Encouragement of Manufac- 
tures, 105 

Peoria, Ill., pottery, 340-341; 
320 

Peoria Pottery Co., 341 

Perrine, M., potter, 192, 219 

Perry, Sanford S., potter, 220 

Perth Amboy, blue clay, 251; 
307 

Pettus, John J., 350 

Philadelphia, Pa.: colonial pot- 
tery, 91; early pottery, 119, 
216-217; 103-105; 215, 218- 
223; 338, 342 

Phillips, Moro, potter, 226 

Phoenixville, Pa., pottery, 245; 
pottery, 342; 332 

Phoenixville Pottery Co., 342 

Pierce, John, potter, 86 

Pitkin, Albert W., 153 

Pitkin Collection, 124 

Pittsburgh, Pa., early pottery, 
197-198; pottery, 219; 333- 
334; 342-343 

Plumstead, Pa., pottery, 223- 
224 

Porcelain, amount of colored, 
made at Bennington, 271; 
character of Bennington, 265- 
266; classification of Benning- 
ton faulty, 266; effect of cen- 
tennial on manufacture, 278; 
industry revived by Fenton, 
256; manufactured by Cart- 
lidge, 279-281; method of 
making colored at Benning- 
ton, 272-274; methods of de- 
termining types, 25 et seq.; 
Parian, relation of to other 
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Porcelain—(Continued) 
porcelain, 266-270; produc- 
tion of hard paste at Green 
Point, 283-284; proper clas- 
sification, 23-24; soft paste 
made at Bennington, 263- 
264; soft paste made at Green 
Point, 283; types made at 
Bennington, 263-274 

Post, Henry, Jr., 228 

Pott, C. & Son, 108, 120, 160 

Potterie, French definition, 5 

“Potters and Potteries of Ben- 
nington,’’ 260 

Pottery, definition, 5-6 

“Pottery and Porcelain of the 
United States,” 54, 67, 233 

Poultney, Vt., early pottery, 174; 
pottery, 213 

Prehistoric pottery, 50-52 

Price, 214 

Pride, John, potter, 86 

Pruden, John, potter, 124-125; 
155, 164, 217 

Purdy & Loomis, 343 

Purdy, Gordon B., potter, 226 

Purdy, Soloman, potter, 218 

Putnam, Ohio, pottery, 218, 219, 
DP PIB: 

Pyatt, George, potter, 225 


Quakertown, Pa., pottery, 223 

Queen’s-ware, classification, 40 

Quincy, Mass., early pottery, 
73-74 


Rahway, N. J., pottery, 220 

Raleigh, Enoch, potter, 
337 

Ranninger, Conrad K., potter, 
167, 221 

Rebecca at the Well tea-pot, 334 


226, 


Reiss, William, potter, 337 

Remmey pottery, operated dur. 
ing Revolution, 101 

Remmey, John, potter, 66-73 

Remmey, John II, 69, 72, 116 

Remmey, John III, potter, 72; 
literary labors, 72 

Rhodes, member of Jersey City 
Pottery Co., 297 

Rhodes & Yates, 331, 340 

Rice, Prosper, potter, 219 

Ridgway, Ralph, English pot- 
ter, 278-279; 293-294, 346 

Risley, Sidney, potter, 222 

Robinson, Alexander W., 342 

Rock Hill, Pa., pottery, 213- 
DI ARO 

Rockingham, articles made at 
Bennington, 311; difficulty of 
identifying, 311-313; distin- 
guished from  flint-enamel 
ware, 315; early, 85; English 
use of term, 48 n.; made at 
Baltimore, 313, 334; made at 
East Liverpool, 313; made at 
Jersey City, 290-293; made 
at Trenton, N. J., 328; made 
at Zanesville, 313; misuse of 
patent mark, 314; other 
names, 48; quality of ware 
made at Bennington, 308- 
310, 312-313; use of pottery 
marks at Bennington, 311; 41 

Rockwell, H. W. & Co., 340 

Rome, N. Y., early pottery, 
173, 216 

Roseville, Ohio, pottery, 344 

Rosier, Joseph, potter, 216 

Roudebuth, Henry, potter, 162, 
215 

Rouse & Turner, 297-298 

Routson, $., potter, 221, 224 
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Rugg, Harold G., 176 
Russia, 17 


Sabotage, 235 

Salamander Works, 225 

Salem, Mass., colonial pottery, 
90; early pottery, 86 

Salt glazed ware, 39 

Salt, James, potter, 324 

Salt & Mear, potters, 223, 324 


Sammis, Iantha, jar owned, 
II3-114 

Sammis, Mrs. Irving S., 112- 
113 


Sammis, Scudder, potter, 112 
Sanders, John, potter, 164, 217, 
Seiy/ 
Sayreville, pottery, 194, 214 
Schneeberg, Saxony, 15 
Schnorr, John, experiments, 15 
Scholl, Jacob, potter, 150, 163, 
216 
Scholl, 
216 
Schreiber, W. A. H., potter, 332 
Schreiber & Betz, 332-333, 342 
Scott, George, potter, 224 
Scott, George & Sons, potters, 
226 
Scroddle ware, description, 319; 
made at Baltimore, 334; made 
at Perth Amboy, 307; made 
at several American potter- 
ies, 318; made by Bennett, 
320; mistake to regard it as 
an exclusive Bennington prod- 
uct, 317; much made by 
United States Pottery un- 
marked, 319; synonymous 
with ‘agate’ and ‘‘lava,” 
318; unidentifiable when un- 
marked, 320; wrongly identi- 


Michael, potter, 163, 


fied with 
318 

Schrumm, , potter, 167, 224 

Schwartz, John T., 338 

Scudder, Moses, potter, r11- 
113, 161, 214 

Seattle, 50 

Secession, War of, 96, 277, 283, 
339, 347, 349 

Seixas, David G., potter, 180, 
217 

Sévres, imitation by Hemphill, 
253-254; ware copied at Green 
Point, 287 

Seymour, Israel, potter, 45, 162 

Seymour, Major, 107 

Seymour, Nathaniel, Connecti- 
cut potter, 107, I19, 159 

Sgraffito ware, American not to 
be distinguished from Euro- 
pean, 151-154; early produc- 
tion in Europe, 146-147; folk 


“marbled” ware, 


craft, 118; introduced by 
German immigrants, 148; 
made at Bennington, Vt., 


155; made at Elizabeth, N. J., 
155; made by Minton, English 
potter, 147; made for orna- 
ment, 149; meaning of work, 
146; rarity of, 150, various 
makers of, 155, 157-168; why 
called ‘‘Pennsylvania”’ ware, 
147 

Shenkle Brothers & Mans, 341 

Shepard, E. H., potter, 338 

Sherrott, Obediah, 348 

Shirley, William W., 228 

Skinner, Greatbach & Co., 339 

Slip-decorated ware, American 
and European methods of 
making, 137; early dated ex- 
amples, 136; how made, 127- 
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Slip-decorated ware—(Cont’d) 
132; in the Smithsonian In- 
stitution, 136; nature and use, 
127-131; tools used in mak- 
ing, 189 

Smith, Fife & Co., potters, 220, 
242-243, 246-247 

Smith, Joseph, potter, 158 

Smith, Thomas C., 283, 287 

Smithsonian Institution, 
136 

Song of the Shirt statuette, 286 

Souter, John, potter, 107, 120, 


116, 


159 

South Amboy, N. J., early pot- 
tery, 194-196; possible sight 
of first pottery, 54; pottery, 
338; white clay, 60; 193, 214, 
225-226, 335 

South Ashfield, Mass., pottery, 
224, 226 

South Carolina, Bartlem, English 
potter working there, 64; clay 
from used by Wedgwood, 65; 
clay from used in England, 
63; colonial pottery, 91; kaolin 
found, 20; letter of Wedg- 
wood concerning, 64-65; little 
known concerning early pot- 
teries, 65; Wedgwood fears 
competition, 64 

South Norwalk, early pcttery, 
226; pottery, 338-339 

Southern Porcelain Co., 277, 339 

Southwick, William, potter, 86 

Spafford & Richards, 343 

Speeler, Henry, 328, 340 

Spiegel, Isaac, potter, 167, 222, 
339 

Spinner, 
161, 213 

Spode, Josiah, methods, 18 


David, potter, 150, 


Spring Mills, N. J., 342 

Springfield, Ohio, pottery, 219, 
221 

Staffordshire, images, 346; ware, 
41 

Stark, General, 111 

States, Adam, potter, 111-112, 
157, 213 

St. Johnsbury, Vt., early pot- 
tery, 174, 217; pottery, 214 

Stearns, , potter, 175 

Stearns, A. S., 338 

Steinbach, Peter, potter, 155, 
168 

Stephens, Alexander H., 275 

Stephens, James, potter, 341 

Steubenville, Ohio, pottery at, 
214 

Stevenson, Andrew, English pot- 
ter, 207 

Stiegel, Baron, 74-75, 83-84 

Stillwell, Dr. John E., 67-68 

Stofflet, Heinrich, potter, 163, 
216 

Stone china, 48 

Stoneware, all types of hard 
paste, 38; chief characteris- 
tics, 35-36 

Stonington, Conn., pottery, 213 

Stout, Abraham, potter, 157 

Stowe, S. W. & Co., potter, 342 

Strasburg, Va., pottery, 223 

Strong, member of Jersey City 
Pottery Co., 297 

Stroup, George, potter, 344 

Sullivan, Samuel, potter, 215 

Sunderland printed ware, 41 

Swan Hill Pottery, 192, 196 

Symmes Creek, Ohio, 343 


Taft, J. S. & Co., potter, 343 
Tam o'Shanter mugs, 183 
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Tammany Society, 71 
Tams, James, 341 
Taney, Jacob, potter, 160 
Tatham, John, 56 
Tatler, Elijah, 280-282 
Taylor & Speeler, 330-331, 338 
Taylor, James, 325, 328 
Taylor, John N., 326 
Taylor, Zachary, bust, 280-282 
’ Tempest, Brochman & Co., 341 
Theiss, Stephen, potter, 155, 
168, 307 
Thomas, George, 323 
Thomas, Richard, potter, 343- 
344 
Thompson, C. C., 342 
Thompson, Greenland, potter, 


343 

Thompson, Jacob, 349-350 

Thompson, James W., potter, 
116 

Thompson, John W., potter, 161, 
213 

Titus, Jonathan, potter, 
119, 159 

Toomey, Helfrich, potter, 166, 
220 

“Tory dishes,” 355 

Transfer print ware, first in 
America, 293 

Trenton, N. J., first pottery es- 
tablished, 1852, 328; great 
influence of centennial ex- 
position on pottery, 332; man- 
ufacture of cow creamef%s, 
328-329; Millington & Ast- 
bury, 329; pottery, 338; Tay- 
lor & Speeler, pioneers of 
industry, 328; yellow and 
Rockingham wares made at 
first pottery, 328; 320, 339- 


344 


TI: 


Trenton Pottery Co., 342 

Trotter, Alexander, potter, 178, 
180, 215 

Troxel, Samuel, 
153, 164, 218 

Troy, Ind., pottery, 337; 208- 
210, 222, 322, 341 

Troy, N. Y., pottery, 215 

Trumbull-Prime Collection, 228 

Tucker, Benjamin, 231 

Tucker, Thomas, potter, 222, 
247, 250-251 

Tucker, William Ellis, asks Con- 
gress for subsidy, 240; award- 
ed silver medal, 236; experi- 
ments with potting, 232; 
early mistakes and failures, 
234-236; improvement in 
porcelain making, 238-239; 
death, 241; joined by Hulme, 
239; joined in partnership 
with Hemphill, 241; letter 
from Andrew Jackson, 240; 
makes soft-paste porcelain, 
232; painter and decorator, 
231-232; partnership with 
Hulme terminated, 240; pot- 
tery, 218-219; quality of 
ware, 237; uses Delaware 
clay, 232; 230 et seq. 

Tucker & Hemphill, porcelain 
identification, 252-254; 220 
Tucker & Hulme, potters, 219, 

240 
“Tulip Ware of the Pennsyl- 
vania-German Potters,” 143 
Tunnicliffe, John, potter, 323 
Tylers Port, Pa., early pottery, 
216, 218, 220 


potter, 150, 


Unaker, identified by Wedg- 
wood, 62; 20 
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Union of England and Ireland, 
202 

United States Pottery, blue and 
white porcelain, 271; classi- 
fication of wares, 308; closed, 
320; craftsmen dispersed, 320; 
failure of company, 262; 
Greatbach becomes modeler, 
296; hard-paste porcelain, 263 
~266; hound-handled pitcher, 
303-304; identification of 
Rockingham ware, 311, 313; 
influence on other potteries, 
321; molds bought by other 


potteries, 245; molds, dis- 
tribution of potters’, 245; 
name adopted, 262; name 


used as pottery mark, 262; 
number of employees, 263; 
offshoot ‘from, 275; pieces 
modeled by Greatbach, 303, 
306; quality of Rockingham 
made, 309-310; reorganiza- 
tion and incorporation, 262; 
sgraffito ware, 155; soft-paste 
porcelain, 263-264; used pot- 
tery marks on Rockingham 
ware, 311-312; 101; 246 

Upper Hanover, Pa., pottery, 
218, 225 

Utica, N. Y., early pottery, 
217, 219 


“Valentine’s Manual,” 70 

Vance, Alexander, potter, 215 

Veined wares, 48 

Verdigris, used for coloring, 133, 
134 

Vermont, development of class 
distinctions, 171; early pot- 
teries, 172-177; struggle of 
early settlers, 170 


Viall & Markel, potters, 343 

Vickers, John, potter, 162 

Vickers, John & Son, 164, 218 

Vickers, Thomas, potter, 162 

Vickers, Thomas & John, 214 

Vickers, Thomas & Sons, pot- 
ters, 215 

Virginia, colonial pottery, 90; 
early pottery, 52-53; kaolin 
and petunize discovered, 61; 
kaolin found, 20; types of 
early pottery made, 63; white 
ware made, 61 

Virginian clay shipped into Eng- 
land, 62 

Vodrey & Brother, potters, 198 

Vodrey & Frost, potters, 219 

Vodrey, Jabez, 197-198, 208- 
210, 325 

Volstead, Mr., 351 


Wadhams, Jesse, potter, 87 

Wadsworth, Abel, Vermont pot- 
ter, III 

Wadsworth, Atheneum, Hart- 
ford, 124 

Walker, George, potter, 226 

Warne & Letts, potters, 194- 
195, 214 

Warren, Joseph, 74 

Washington as master mason, 
pitcher, 192 

Washington, 
74, 98, 248 

Washington Pottery, 186-187, 


General George, 


190 
Wayne, ‘Mad Anthony,” 248 
Weaver, Abraham, potter, 165, 
218 
Webster, Daniel, bust, 281-282 
Webster, Elijah, potter, 343 
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Wedgwood, Josiah, basalt pro- 
duced, 38; identification of 
unaker, 62; jasper produced, 
39; on South Carolina pot- 
tery, 64-65; turns to Florida 
for clay, 65-66; uses South 
Carolina clay, 65; 20, 302 

Weller, S. A., potter, 344 

Wellington, figure, 346, 348 

West New Jersey Society, 58 

West Troy, N. Y., pottery, 220, 
226 

West Virginia, 
II5-116 

West Whiteland, Pa., pottery, 
214 

Weston, Mass., colonial pot- 
tery, 91; early pottery, 86 

Wetmore & Company, potters, 
112 

Wetmore, Samuel, potter, 112 

Whately, Mass., pottery, 199- 
206; 214, 216, 347 

Wheeler, L. D., potter, 226, 338 

Whieldon, English potter, agate 
ware, 39; 85, 306 

White, Noah, potter, 219 

Whitman, Robinson & Co., 341 

Whittemore, Joseph, potter, 86 

Wickle, Van, potter, 194-196 

Wilbur, Thomas, potter, 221 

Wilcox, S. R., potter, 155 

Williams, Timothy, potter, 111- 
112 

Willow Creek, Pa,, pottery, 213 


early pottery, 


Wilmington, Del., clay, 
pottery, 337 

Wilson, Samuel, pottery, 337 

Wilson, W. L., 342 

Wilson’s Landing, 
pottery, 226 

Winckle, Van, potter, 213 

Winn, William, Burlington pot- 
ter, 58, 60 

Wolfe, William, potter, 168, 225 

Wood & Challinor, 307 

Wood, Captain Enoch, 306-307, 


181; 


Va., early 


339 

Wood, Enoch, English potter, 
307 

Wood, Thomas, English potter, 
307 

Woodman, Samuel, early Ver- 
mont potter, 174, 213 

Woodward, Blakeley & Co., 325 

Woodward & Vodrey, potters, 
225, 325 

Worcester, pottery imported 
American clay, 63; pottery, 


339 
Wyllie, John, potter, 343 


Yates, Bennett & Allen, pot- 
ters, 344 

Young, Jennie J., 228 

Young, William & Sons, 330- 


331, 338-339 


Zanesville, Ohio, pottery, 215, 
222, 225 
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